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Teacher Version

ROUGHING IT

Preface

e e wbe——

The recommended taxt of Mark Twain's Roughing It is the Signet
Classic edition (CT 143} edited by Leonard Kriegel, The S=page Forsword

will serve as a very useful supplement to the study guides for both teachers
and 'tud‘nt.o

Although long works are recommanded for ninth-grade study as a
matter of principle (see second paragraph of the following discussion),
only the first forty-one chapters of this book should be assigned, and
thoss probably not for all students, These chapters carry the protagonist
through his mining experiosnces., In the forty-second chapter he is finally
cured of the gold fever and turns to newspaper work, beginning-~although
he did not then know it-~the career of "Mark Twain," Some editions of

the work divide it into two parts, the break coming between these ‘wo chep-
ters.

It is of course understood that reading even the first half of the book
will not be feasible for all students. Some sequences can be skipped with-
out doing too much damage to the work's coherence: for instance the Mor-
mon phase of the narrative, Chapters XII-XVII (inclusive), about 30 pages;
and Chapters XXV-XLI, constituting the last 26 pages, may also be sacri-
ficed, Other adjustments dictated by necessity can be effected by the
teacher, The work's episodic structure means of course thet many chapters
and even episodes within chapters have independent integrity and can be
read as tales or short stories. Ons example is Chapter XXXIV, the story
of General Buncombe and the Grest Landslide Case.

%

It must also be understood that any atterupt to deal in class with the
whole work ( meaning always in this context the first forty-one chapters)
will be self-defeating. It will be best to focus class discussion, as the 2 f
guide does, upon a selsction of chapters or episodes which the teacher s
thinke his particular clsas will find especizily interesiing or amusing w
and which may also be especially useful in furthering an understanding
of the book!s distinctive characteristics. It is boped that the passages
glven special consideration in the following pages may serve as s guide
in making such a selecticn, They are all identified by chapter number,

Detailed questions about most of the chapters are supplisd in the
"student version." Some students may be invited to csnsider all of them
‘outside class, but, again, no attémpt shonld be rzade to attand to all of
them in class. Certainly they¥ should not be féllowad slavishly, Many
teachisis will wish to use them primarily as suggestions upon which to base
questions of thei' own, many of which, i’ is hoped, will grow naturally
out of the discussion which follows,
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1. General:

The ninth grads is in a sense a "'senior year for the junior high
school student. He is moving toward the end cZ the second phase of his ;
school life and, at the age of fourteen or fifteer, has some sense of his o,
increasing maturity. He is continuing to grow physically and may now i -
stand aheadtaller than those "freshmen" in the seventh grade. He feels
ready for new challenges in the gym and on the playground and is likely
to be given more responsibilities than before in the extracurricular life
nf the school. The tasks set in the classroom saoculd be of such a nature
as to suggest clearly and immediately that mentally he is also now a head
taller, They should be made to relate to and build upor: what has gone
before--delibsrately and explicitly; but both the materials selected for
study and the approach to the matarials should be sufficiently different
to furnish dramatic evidence of progress.

A simple way of doing this in the ninth grade study of literature is
to give increzsed attantion to longer works: the full-length play, the long
poem, the book, the spic. 'rhay carry special challanges of sustained
attention, They are likely to offer more difficult problems of structure
and style {(form) and to raise more complex questions of theme and point
of view, They also by their very weight and substance are likely to lodge
themselves more firmly in the memory, to become more enduring pos-
gsegsione in the growing stock of the mind.

Part One of Mark Twain's fictionalized autobiographical fragment,
Roughing It, is one of the works in this broad category selected for ninthe
grade study. Because it is the simplest of the longer works recommended,
and because it is s0 clearly shaped around the "'journey” theme to be given
special emphasis in this year, it should probably be assigned immediately
after the "Gonera.l Orientation” unit,

2. Roughing It: Whatis it?

Roughing It might be defined as 2 book by Mark Twain about a young
adventurer named Samuel Clemens, who, at the age of 26, after his pros-
pective carder as a Mississippi River steambont pilot (he had alsc learaed
the printing trade) Was terminated by the outbruak of the Civil War, set
out from Missouri by overlind stage to seek bis fortune in the mine ficlds
of the Territory of Nevadn; falled at that; ard then instead of striking it i
rich as a promgctor discovered "Mark Twain" and struck it rich at that. i
If this definition wero efitirely acéurate, thé Bodk could be called an auto-
blography, or the fiagment of one; but it jsii't enti:hly accuraté, In the
fizat place, the tarator, thé "mto/bimy' het;
throughout Part Oae: we hear his voice (zwlﬂch of coursé has & dicﬂuctivo
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tone) and we are told sbout what he wears and cats and thinks and feels
and he ie given a “"local habitation' ==but no nee; and his brother, who

makes the trip with him, ir always veferred to simply as that, or as my

brother the Secretary, with purhaps an occssional embellishment--"I was -
private secretary to his majesty the Secretsry,” The fraternal relstion- )
ship, Rowuver, which in a tezue dutobiography would be given lits-abd mean~
ing, hardly exists ii: the boock, Furthermore, the narrator himself, whoe
ever he is, can hardly be Sum Clemens, "I was young and iguorant,"

he announces on the first page. "I had never been away from horze.," But
Sam.Clemsne of Hannibal, Mo., by the time he was 1¢ had worked in St.
Louis, New York City, and Fhiladelphia as jovrnsyman priatsr and hed
coms to full discipliied maturity in the courss of his succeeding four

years as stearnboat pilot on the St, Louis=New Orleans run. '"Young and
ignoraat"? Those four ysars have besn called his university. "Whenl

find a2 well-drawn charactar in fiction or biography, " Mark Twain wrote
many years later, "I generally take a warm perscnal interest in him, for
the reason that I have known him before--met Lim on the river." There is,
ther, a considerable psychological differance between the real Sam Clemens
38 he was in 1861 and the narrator who introdvcas himself in the first

chaptsy oﬂ‘.(ougginglt. an< the book is not, strictly speaking, an autobiography
What is it?

This can be one of the guiding questions for the class discussions, and |
the methodused in trying to answer it can be made to relate to the exercises w
in definition used in the Eighth Grade. Guide lines for teacher and class
will be 1zid down in the following pages under the familiar headings cf
Subject, Form, and Polat of View. Th® book is of course a mixed form '
which Mazk first brought into being in the enormously successful Innocents
Abroad, published in 1869, three years before the appsarance of R
1t in 1872 (Innccents had sold 100, 000 copies by the latter date; it took
ten years for Roughing It to reach that mark). The westers book is a blend
of fact ("'there is quite a good deal of information in the book, 1 rogret
thiz very much, . .") and fantasy, the fantasy usually shpaed by the con-
trolling geniue of Mark's humor of exaggeration, to which students were
introduced in the Seventh Grade "Gaaeral Oricntation Unit, "' when they
read "The Genuine Mexican Plug," taken from the 24th chapter of Roughing
It {see Teacher's Version, GOU, pp, 11-16==many of the questions found
there can be adapted to the present unit).

~ As "travel literature, " Roughing It can be uscfully associated with the
purely fictiohsl narrative of Johfi Rucsell's " The Price of the Head" (the
.28 ssif-discovery), also used in the Seventh Grade General Oriene
fation Unit, and the sslections ffom the factual Kon~Tiki and Lindbergh's
Wo reid in the Zighth Gride (deflnition by domiparison and contrast). The
stofy of the coynte and the town dog In the 5th chapter is & modern version
of the beast fabis, aind the Tetidarfoot-Old Timer theme is an imporztant




element in the folk mythology of the American West, The idyllic "camping
out’ experience of Chaptexr XXIII has its ancient archetypes ia the Eden of
the Bock of Genesiz and the Golden Age of classical mythology {see ""A
Book of Myths,' Grads Sovcu. PP« 3-4, tc ve quoted in part below,) Such
references as these can be used to further the purposes of the spiral cur-
riculum, and will at the sams time provide students with a means of '
measuring their own developing muturity,

. 3. Subject, Form, and Point of View: Preliminzcy Remarks

Zhs book is “'about" three journevs, one long, two short. The first
carries the narrator by stagecoz:i from St. Joseph, Missouri, to Carson
City, Nevada., The year iz 1861, eight years before the completion of
the first tranacontinesial railroud {see the New York Times story on the
luxury of rail travel at the end cf Chap. 1V), Itisa Journey through space
{1700 milss) and time (20 dayc), the two kinds of meoasurement becoming
alrnost inurchangoable as the journey stretches out. This excursion
ends at the start of Chap, XXI. The others are relatively short ones into
the country around Carson City, the fizst to staks out a claim on some
timber laad {the 22nd and 23rd chapters), ths second into the mine fields,
motivated by the gold faver (Chap. XXVI to the end of Part One}. Each of
these three phases of the book is a more-or-less self-contained unit and
could be read independently of ths other two. All three journevs are sige
nificanit aspects of the history of the American West., This is a tentative

approach to subject.

e |
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The book's form, like that of The Adventures of Huckleberry Finn, is
determined by the aubjnct. nadventures of the road," with the western
trail here replacing (or anticipating) Huek's river, stagecoach substituting
for raft. The incidents of the story are provided by the chances of the trip.
Things happen to the "hero," he 1e does not make them happen. He is at the

‘ mercy of the trail, tha country, and the weather. No event has any
necessary connection wiih the event immedistely preceding it, This kind
‘ of narrative form is called episodic,

L T N P T S e L s A, T
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It could also be said, howaver, that if the "hero'' seems to be at tha
mercy of chance, the story and the form are to some extent at the mercy
of the creative whim of the author; or that if t:e form is determinad by
(and hardiy distinguishable from) the subject which is the journey, behind
both stands the determining coatrol of the avthor and the point of view,

"‘-‘E‘&“\"*"?"%‘:‘ ~
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The point.of view is double. At tirmus it seoms simply to be that of -
the hero, the naive tenderfoot from the East, the "town dog,'' an Outsidef,
At other times. the perspective is thzt of 'the Old Timsz he becomes as a
result of the journey, the Insider who obviously feeis superior to the-
tenderfoot General Buncombe of Chap. XXXIV ("7he Great Landslide Case').
This double point of view, theu, actually works back upon the subject by




providing it with one of its themes (the abstract aspect of the comciste
events): the physical journey from East to West is alsc & "gpiritual”
journey from innocence into experience, the stery of an iuitiation by or-
deal into full manhood, into membership in the Tribc of Old Timers.

Although these various aspects cf the book must be treated separately
in the following discussion and in the classroom, it shouid be emphasized
that they are functionally interrelated, giving the work a kind of organic
unity that counters the episodic looseness of its form.,

.
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4. Subject: Hero, Motive, and Theme

. The hero of either a biography or a piece of fiction is undlerstood in
very large part in terms of what makes him tick: his motivation, which is
nearly always multiple. The hero's motivation iz usually the same as s
motivation of the action or plot of nuvel, play, or epic. it may be an-
nounced in plain terms or it may be withheld in the intsrest of suspense,
as it is in "The Price of the Head.! The several motives of the hero and
his journsys in Roughing It are announced in plain tarms, There is first
the simple envy of the older brother, which is a combination of the ..::

materialistice-

‘I coveted his distinction and his financial splendor «-

and the romantice-

AT IR S AT, v % B e y e %, A .
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-~~but particularly and especially the long, strange journey he was
going to make, and the curious new world he was going to explore,

»

The two impulses, the drean of romantic adventure and the dream of #
wealth, at first seem contradictory, but actually they probably support 2? .
o
fg

each other, Much later in the book, headed for the mining country after
being bitten by the gold bug, there is time along the way for the hero

to reintroduce quite naturally the romantic motive, this time deepening
and universalising it by zeference to the 'nomadic instinct.' This journey
liko the journey west was hard and toilsome, but it had its bright side.

Camping

2
- is a kind of life that has a potent charm for all men, whether city <
or country bred, We are descended from desert-lounging Arabs, 7
and countless ages of growth toward perfect civilization have failed 3
to rodt out of us the nomadic in-ﬁnct. %

This is a rcﬂoction of the dup Ionging for a life of freedoin and irrespon~
sibility which the :odtricﬁona of "pertoct civilization" probahly intensifies,
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the impulse that compels Huck Finn to "strike out for the terrvitory"
{Nevada, perbaps?) at-tho end of his narrative. And the dream of weaith
perhaps serves the dream of 2scape because of the innocent notica that
me: ey can buy freedom, '

The two dreamsor motives relate directly to the book's central
theme or idea. The initiation into the adult community, growing up, ale
though it bas its compensations, even perhape superior satisfactions, is
also necessarily a process of disillusionment in which the drsam is
destroyed by reality. The theme probabiy is given its most perfect
treatment artistically in Chapter V, in the story of the coyote's education .
of the town dog, who at the start of the chase is "iull of encouragement
and worldly ambition," but after the lesson returns to the train

and takes up a humble position under the hindmost wagon, and feels
unspeakably mean, and looks ashamed, and hangs his tail at half-
mast for a week. And fcr as much as a year after that, whenever
there is a great hue and cry after a coyote, that dog will merely
glance in that direction without emotion, and apparently cbeerve

to himseii, ‘I believ~ I do not wisk any of the pie.*

The town dog has become an adult the hard way--and there probably isn't *
any other way.

The hero has many such experiences, one in the 18th chapter. About
to cross the alkali desert in daylight, he anticipates:

This was fine--novel--romantic--dramatically adventurous. . ,
We would write home all about it. -

- this enthusiasm, this stern thirst for adventure, wilted under the
sultry August sun|the sun's light is a traditional symbol for truth]
and did not last above one hour. ., . The poetry was all in the anti~
cipatione«there is none in the reality. _ - ‘

So also with the dream Of wealth, The hero records his feeling of ecstasy .
when hunting for gold in the region of the Humboidt:

Of all the experiences of my life, this secsci search among the
... hidden treasures of silver-land was the nearest to unmarred ecstasy.
. Jt was a delirious revel, By and by, in the bed of a shallow rivulet,
.. 1 found a deposit of shining yellow scales, and my breath almost
... forspok mel A gold-mine, and inmy simplicity I had been content

" with valgar silver! Iwas so excited that I half believed my over=
wrought imagination was deceiving me,’
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He carriee his nugget of "'gold" back to camp and for a while keeps his
precicus secret, Finaliy he shows it to his coyote, *'old Baliou"~-<''cast
your eye on that, for instance, and tell me e what you think of it." The
nugget is subjected to the rays of the sun of truth,

o » « Then old Ballou satd:
'Think of it? I think it is nothing hut a lot of granite
rubbish and nasty glittering mica that isn't worth ten cents
an acre,?
So vanished my dream,. So melted my wealth away. So toppled
my airy castle to the earth end left me atricken and forlorn.

The hero's tail is at half-mast. Such moments can b destructive; but
‘paradoxically, the lessons they teach are a condition of survival in the
human world, It is not until the hero has undergone the ordeals of dis~
illusionment, has suffered the discipline of the real, that he is finally
qualified as an adult to recognize his good fortune in being offered the -
city editorship of the Virginia City Enterprise at a salary of twenty-five
dellars a week (Part Two, Chap. I). It was during that apprenticeship
(the third or fourth for young Sam Clemens) that he became "Mark Twain"
(it was a river term, a ''sounding," meaning about twelve feet deep). It
was a dramatic transformation (although it did not come overnight). ‘*Mark
Twain" bocame a very wealthy man,

5. Sugjgczt: the Material

We have defined the subject of Roughing It in terms of the book's
main narrative line (journsy), its hero (the tenderfoot), and its theme
(innocence~-experience, illunon-reality). These are more or less ab-
stract ways of defining the subject. As we read, page by page, through
this or any other narrative, however, we experience its subject not ab-
straztly but concretaly, Description gives us specific landscapes, pare
ticular characters, beasts, houses, roads and atreets, etc. Monologue
and dialg‘g_o_ make us hear speech and recognize different speech manner«
isms, by means of which characterization is developed. Incident provides
action and also adds to informstion about the country and the way of life
there. These things can be referred to as the book's material, and it
{r the materizl that first engages our attention and interest and keeps us

readinl‘

_ Where does the author get his material? Its source is of course his
total experience, his human relationships, his travel, the placee ke has
lived and the clothes he has worn, the books he has read, the stories he
has heard, and the history in which he has necessarily participated. The
source, that is, of any book's material is memory. The world of memory
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in familiar metaphor is a storehouse, and a very disorderly ctorehouse
for most of us. The writer brings order to it through selection and
verbal transmutation,

. The ordered m=terial of Roughing 1t can be thought of as a mixture

of fact and fantasy, Fantasy can be thought of as fact not only ordered

but transformed in such a way that it may seem to resemble dream more
than reality, while ai the same time it is felt as somehow true-~true to one
aspect of our mental life. The recroding of fact on the page suggests
history, Fantaay is clearly fiction--fiction pushing its way as far beyond
history as it seems possible to go, - Fact is Lindbergh on the subject of

his truns-Atlantic flight, Fantasy is ''The Price of the Head."

.
5
;%
2
cp«._f

=

SEdapy e o Y s
VAN AN A

e
D

Roughing It is an extraordinary amalgamation of the materials of
fact and the materials of fantasy. Oddly enough, the fantastic materials
have a source in the historical experience: the anecdote, the tall tale, -
the oral literature of the Amefican frontier, Thus Mark's mixture of
fact and fantasy in this book is true in a special way,

ARG “W?

24

In the ironic "Prefatory” remarks, he apologizes for the information
in the book--"information concerning an interesting episode in the history
of the Far West." Information is provided, certainly; but fact and fan-
tasy are constuntly played off against each other, and they are sometimes
blended in such a way as to doom to failure any attempt to separate the
ingredients.

Fact is good and necessary in both literature and life, but in the for=-
mer fantasy may sometimes be felt as superior. The proposition is offered
in the footnote that comes at the end of Chapter XX, A kind of fantasy ap-
pears in that chapter in the four<times-repeated {always verbatim) Horace
Greeley story, “that tiresome old -anecdote! that sapped the hero's
strength, undermined his constitution, and withered his life.. The footnote
records the author's final exasperation: '
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L. _ And what makes that worn anecdote the more. aggravating is
. that the advwnture it celebrates never occurred. If it were a good
anecdote, that secniing demerit would be its chiefest virtue, for
creative power belongs to greatness; but what ought to be done to
-2 man whowould wantonly contrive so flat a one as this? If 1 were
to suggeat what ought to-be done to him, I should be called extrava-
gant-~but what does the sixteenth chapter of Daniel say? .Aha!

Chaptér'c ¥ anta.y Wﬂl out,

MR T SR

Why the derisive guffaw at the end? Tha Book of Daniél ‘has only twelve
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6. The Material: Fact

The ultimate source is history,”

What Americans call the "Westward Movement" was really the cli=- -

. mactic phase of a great migration that began when the first English
colonists faced the hardships and dangers of the Atlantic crossing in the
early 17th century. From the time of the first settlements in the Massa- ;
chusetts Bay and Virginia Colonies, "'the West' was always geographicaily ¥
relative, but the compass heading was absolute: first to the thin eastern
coastline, then across the Alleghenies into Tennessee aad Kentucky, _
then on to the Ohio valley, the Middle Border, the Great Plains, and
finally the Far West, The way in which the original motives=~the need :
to escape religious percecution expressing itself under the generaily hard-
headed control of the economic motive-~the way in which the original
mixed motivation survived may be indicated by the Mormon trek {Mark's

- Appendix A, the sympathetically indignant " Brief Sketch of Morraon His-
tory," is generally accurate). Farms, timber, fur, cattle, and iy
gold and silver are probably the best-known of the specific goals, and
they represent, in spite of the Mormon experience, a shift of primary
emphasis from the spiritual to the material quest., To the extent that the
spiritual quest survived it was secularized: the spirit of religion was
replaced by the spirit of adventurc, to which Mark in his opening pages
ironically pays his respects. The movement quickly developed its own
literature of "travel," and Roughing It is the somewhat eccentric and
irreverent cousin of such sober contributions to the genre a2s the genteel
Washington Irving's Astoria (1836) and The Adventures of Captain Bonne-
ville (1837) and the near-classic, The California and Oregon Trail (1849)
by the patrician Harvard man Francis Parkman, The eastern market
was floodsd by the work of lesser men, like the Professor Thos. J.
Dimsdale from whose work, The Vigilantes of Montana, Mark quotes at
length on the history of the violent Slade in Chapter XI, History of course
is much more than fact, but the material of fact is its foundation.

"
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‘ The material of fact demands its own kind of prose: the prose of
- fact, It employs a language of measurement-~measurement of space,
time, money, weight; a language of quantities, of shapes, colors, names.
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We were approaching the end of our long journey. It was the
morning of the twentieth day. At noon we would reach Carson City,
the capital of Nevada Territory. . . Wo arrived, disembarked,
and the stage went on, It was a "wooden" town; its population
two thousand souls. The main street consisted of four or five
blocks of little white frame stores, . . They were packed close
together, side by side, as if room were scarce in that mighty
plain: The sidewalk was of boarde. . .- In the middle of the town,
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Opposite the stores, was the "'pl.:3," which is native to all towas
bayond the Rocky Mountaing«-a izrge, unfenced, level vacancy,
with a libexty pole in it, and vsry useful as a placs for pablic suc-
tions, horse trades, and mass-meetings, and likewise for teamo

’

sters to camp in, Twe other sides of tha wiaza were faced by stores,

. . offices and stables,
| {Chapter XXI; italice supplied)

The italicized words themselves represeit the ruling intention of the
prose of fact, the grammar of fact, Itis a prose in which the work of
the verb is generally subordinated to noun-work and modifier-work, Sug-

. gestion, ambiguity, appeals to the imagination are deliberately suppressed,
but the prose of fact has its own glozry: the glory of absolute clarity and
the “'truth' about the shapes of things in the material world in which we
live. It gives thé reader in the most economic way possibie the sense of
being thers, in the world of things and nothing but things, No dreams, The
great antecedents of the modern prose of fact are to be found in the work -
of Dauiel Defoe and that of his American contemporary Benjamin Franklin,
The prose of fact is relentlessly middle~class, Mastery of the prose of
fact, bowever, is a pre-requisite of all good writing, and it can be
There are many such Passages as the one quoted above in Roughing It, and
they provide excellent models for imitation. (Examples: the "“technology"
of stagecoaching in the first several chapters, especially the administra=
tive hierarchy, Chap., VI; the description of sage-brush, IlI; the Mormon
society, XIII-XVI; history and government of Nevada, XXV! and the min-

ing chapters, XXVI to the end of Part 1, passim,)

The prose of fact serves a thematic function: it defines in hard
tezms the reality by which the hero must be educated and disciplined be-
fore he can emerge from the delusions of his innocence into confident
adulthood, ' : - :
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7. The Material: Fantasz

In Chapter XXI the factual description of Carson City is followed,
after our brief introduction to Mr. Harris and his six-shooter, by the
straight-faced description of the wind that plays over Washoe (the vernacy-
lar name for Nevada). :

ks AT

R

This{Mr. Harris's gun-play] was 211 we saw that day, for it

. H

was two o'clock, now, and according to custom the dafly "Wgashoe
Zephyx' set in; a soaring dust drift about the size of the United
States set up edgewise came with it, and the capital of Nevads .

- Territory disappeared from view., Still, there were sights to be

seen which were not wholly uninteresting to newcomers; for the
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vast dust=-cloud was ihickly freckled with things strange to the
upper air-sthinge living and dead, szt flitted hither and thither,
going and coming, appearing and disappearing smong:the rolling
billows of dust-~hats, chickens, and parasols sailing ir the remote
heavens; blankets, tin signs, gagebrush and shingles 2 shade
lower; doormats and buffalo robes lower still; shovels and coal
scuttles on the next grade; glass doors, cats, and little children
on the next; disrupted lumberyards, light buggies, and wheel-
barrows on the next; and down only thirty ox forty feet above
ground was a scurrying storm of emigrating roofs and vacant lots

e + o tradition says the reason there are sc many bald people there
is. that the wind blows the hair off their heads while they xe.jooke
ing skyward after their hats. a .

e

This is the kind of iantasy that clearly should escape the pul;zichment
recommended in the non-existent sixteenth chapter of Daniel; and what
is first to be noted about it is that although it surely has- the ''virtue" of-
never having occurred, it nevertheless employs the method and language
of the prose of fact. The ''Zephyr" (defined in the dictionary as a 'soft,
mild wind") arrives punctually at two o'clock; it is measured ("*about the
size of the United States set up edgewise"); and it carries into the air
exactly nineteen very ordinary things, denoted by nouns that characterize
the daily life of the time and place: parasols, tin-signs, buffalo robes,
coal scuttles, buggies, wheel-barrows, etc, exploded upward into the
air of fantasy wut of the social history of Nevada Territory in 1861. It
is an eye~witness account; it must be true. Time-konored phrases {"'ac~
cording to custom') disarm us and help to authenticate the story. No
special interest is claimed for it, the tone is momentarily deprecating:
old stuff to the natives, it was ""not whoily uninteresting to strangers, '
The only trouble is that this wind is a litiie too tall; a good deal taller
than Paul Bunyan, certainly; as tall, indeed, as the tall tale it exempli-
fies, It is irrational. beyond all reason; yet it mockingly demands be- -
lHaf because the things are true--only their dislocation is not; and the
things are reasonably organized, one might say, by the principle of avoir-
dupois: from hats and parasols down through doormats and little children
to arrive finally at the earth itself, the- soaring vacant lots, :

This humor of exaggeration seems peculiarly American and probably
is significantly related to the American ‘preoccupation with size, the brag
of bigness, which the size of ths continent itself may have helped to stime
ulate. Things come bigger here, even disasters. But we would not dwell
too solemaly on this thought. The charm of the "'Washoe Zephyr, " like
the beauty of Emerson's Rhodora, is ''its own excuse for being, !

The dictionary, however, supplies us with two.different although re=-
lated definitions of fantasy: Yithe foriming of grotesque mental images"




.11 -’

=~that fits the "Washoe Zephyr' and Bemis's buffalo yarn (Chap. VI)
aud "The Great Landslide Case' (Chap, XXXIV}) and all the rest of them;
but the dictionary sldo gives us, ""Psychol, an imaginstive sequence ful-
filling a psychological need; a daydream," and that points in anotier
direction in the world of Roughing It, :

The -fantasy of the grotesque as Mark employs it iz a cléear-eyed
parody on the truth, its very technique furrishes a wild reminder of the
crucial difference between reality and illusion. It helps to educate us in
that difference. It is always controlled, willed, deliberate, sane, The
fanitzey, on the other hand, that fulfills & psychological need suggests com=
pulsion. It ssems almost unwilled, It may serve, automatically, a medie
cinal purpose in providing, like sleep, a relief from the tensions of daily
life; but toreturn is necessary if we are to survive, Only the psychotic
do nét return.’ They cannot.

. We have seen that the fantasy of unwilled illusion has a central funce-
tion in the thematic structurs of Roughing It. The daydréams of adventure,
of great weslth, of the possession of superhuman skills {maricsmanship,
etc.), of ¢scape itself, are also z part of the American experieace, of the
"frontier impulse," Yet the impuise behind them is also universal and
has ancient origine in human history.

_ Marik sometimes handles this kind of fantasy serionsly. One example
will sezve: the treatment of the timber~ranching interlude in Chagter
XXTII. The movement from the real setting into the viessed ancient
dream is almost imperceptible, Mark it, It is more than twelve fee: deep.

If there is any life that is happier than the life we led on our
timber ranch for the next two or three weeks, it must be a soxt
of life which I have not read of in books or experienced in person.
.We did not see 2 human being but curselves during the time, or
hear any sounds but those that were made by the wind and the waves, .
the sighing of the pine¢, and now and then the far-off thunder of an
avalanche. The forest about us was dense and cool, the sky above
us was glassy and clear, or rigpled and breezy, or black and stormse
tossed, according to Nature's mood . . . The view was always
fascinating, bewitching, entrancing. The eye was never tirod of
gazing, night or day, in calm or storm; it suffered but one grief,
and that was ‘that it could not look always, but must close sometimes
in sleesp.

Boating on the laks,

We usually pushed cut a hundred yards or so from shors; and
then lay dowr on the thwarts in the sun, and let the boat drift by
the hour whither it would. ‘We seldom talked, It interrupted the -
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Sabbath stillness, and marred the dreams the luxurious rest and
indolence brouglit. . . So sihguiarly clesr was the water, that - i
when it was only twanty or thirty feet daep thc bottom was 80 pore ]
fectly distindt that the boat ssemed floating in the air! . . . All ob~
jects seen through it had a bright, strong vividnsss. . . So empiy
and airy did all spaces sesin below us, and sc strong was ths senee of 3
floating high aloft in mid-nothingriess, that we called these boat exe
cursions  'balloon voyages.'! -
The prose of this fantasy is at a much farther rzmove from the prose
of fact than that ¢f the fantasy of the grotésque. A bricf return to our
earlier passage will make the contrast clear.

It was a ""'wooden" town; its population two thousand souls. The
main street consisted of four or five blocks of 1itt!s white frame
stores,

%

g

~ The cadences of the _;;utbral passage ars longer, and the modifiers of g

m 2asurement have given way to adjectives of sensation, words that seem §

: to fugs the outer and inner worlds: sighing, far-off, dense, cool, brilliant,

glaesy, bewitch_g_ng" » luxurious, etc, It is a world that seems unmarred g“

by such human ailments as fatigue--''Ths eye was never tired of gazing." |

Rest and indolence prevail, Finally, with easy skill, Mark makes the §

1

|

g
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transparency of the real lake serve a symbolic and thematic function:

it becomes a transparency not of water but of air, the air in whick the
daydream floats in a "'balloon voyage, " "high aloft in mid-nothingness. "
The experience described seems unwilled, but the art of the passage is
of course highly deiiberate, It reflects another side of Mark, and a
point of view at the opposite pole from that of the realist.

its ancient origins are in the Eden dream, or the dream of the
Golden Age in classical myth:

The long reign of Cronus, whom the Romans called Saturn, was
the happy time that the poets call the Golden Age . . . In those days
the whole earth was a paradise, a land of eternal spring like the
dwellings of the gods. The earth brought forth its produce without
man's labour and unwounded by his sharp ploughshares; the rivers
ran with milk and nectar, and honey-dew dripped from the bitter
‘oak, The animals lived at peace with one another and with man,
and man was at peace with his neighbor, Metals and precious stones
alept undistrubed in the ground; there Was no war, no commerce,

. and 1o need for courts of iaw. -

»

* ("A Book of Myths, " Literature Curriculum I,
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Biit even the 0ld ahofiymous myth-makers had concrete evidence in their

s 3 ..

ow lves that somiething liad happened to the Golder Age. So in the myth

A - 3 ~r

the dream muit give way o reality; for

loss and changs began to eater the world, which sow endured
Progressively Woise ages, the Silver, the Brassn, and the harsh
Age of Iron. . , ‘Tha fien of the Siiver Ags were foolish and im«
pious, and Zeus, Cromus successor, destroyed them because they
would not isnor the gods. Then he created a third race, the men
of tironise, who caied for nothing but warfare and died by their own

Mark runs the myth through, following his own course. Provisions begin
to run short, The jouraey made to réplenish them Brings the two men
back to Eden tired and hungry, The fire built to cook supper ignites the
forest, The holocanst is beautiful, but it destroys the dreamn along with
the forest. Datkiless steals "down upon the landscape »gain,' . The pare

Ders are returned to the world of reality,

Hunger asserted itself now, but there was nothing to eat, The
provisions wers 2ll cooked, no doubt, but we did not go to sse. We
ware homeless wandersrs again, without any property, GCur fence
was gone, our house biifned down; no insurance.

The unduiating rhythms of the prose of fantasy give way to the stacato
cadences of the prose of fact, Ahead, in Humboldt County, is the Age

of Silver, where the sleep of metals in the earth is no longer "undisturbed"
and the hero is "'foolish and impious" along with everyone else. The poace~
ful silence of Eden is *ipped and torn by the voice of the loudmouth
"Arkansas." There {8 o insurance against the disasters of reality,

The materials of this kind of fantasy are drawn from the total ex~

.

perience of the race,

.8, Point of View

In _tizc‘Sth section of this dicciguion (Subject: the.Materi‘a!),. we noted
that there are different ways of dsfining the book's subject (in terms of

narfative line, of its hero, of thems, of the materials of fact and fantasy).
So also point of view (disctissed briefly in the 3rd section, where it is
related to subject aidd forti) miay be underitood in different ways. The
sieriplest although cns of e rhost firiportant meanings of the phrase
aséociatas {€ with ihe' viitage polnt or perspective from which the story
is'to1d, ‘usuaily idsntified grammatically, as Krst person or third person
singular. . Third-person narration (as it appears especially in Victorian
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novels) is acsociated with omniscisnce: the nurrator stands outside
of and, like a creating god, abowve the world of the narrative,

and if he .doesn't know all he at liast knows micre than

Kis charactezs, more than they know either about each other or about
themselves. By contrast, first-pers>n narration is often associated
with some limitation of knowledge, .especially if the narrator is deeply
involvedqin the action of his own story. Because of this, the first-person
‘device lends itself wsll to the purposes of irony, as in the narratives of
Lemuel Gulliver and Huck Finn, By irony here we mean simply a double
meaning or double awareness involving contradiction: the hero in his
innocence and ignorance tells us one thing, but we know, and we know
his creator knew, that is opposite is tru:,

We noted in the third section that although the point of view in
Roughing It is. grammatically singular it allows for a double awareness.
The duality here, characteristic of much first-person narrative (Robin-
son Cruspe, Great Expectations), is a result of the fact that the story -
is told in retraospect, was recorded some time after the conclusion of
the book's action, when the author had lived through the experience and
become a sadder and wiser man, This justifies our repeating that point
of view is so closely relatad tc subject and theme asto seem simply a
different aspect of thema: the jouraey comnpleted, the story is told by ex~
perience looking back on innocence, the Old Timer making his report
on the Tenderfoot,

There is still, then, in such a narrative, the kind of contradiction
between falsehood and truth, dream and reality, that makes irony pos-
sibie; but the effect is different from that of Gulliver's Travels or
Huckleberry Finn, It can be thoughi of as irony of tone. Tone may be
defined, however inadequately, as tic narrator's aititude toward his sub-
ject, toward the experience he is recording, the way he-feels about it.
A discussion of tone, then, may carry us away from point of view con=
ceived grammatically as un aspect of technique toward point of view in
the popular sense: what's your point of view on this? There are varia-
tions of tone in Roughing It, as of course we huve already seen. The
mature protagonist's ironic condescension toward himself as he was in
his youth and innocence is not the only tonsl effect in the book.

There are times when its tone is felt as the melancholy that foliows
hard upon disillusionment: '"So vanished my dream. . . So toppled my
airy castle to the. earth and left me stricken and forlorn." At other
times it appears as simple indignation, a direct expression of outraged
sensibility, as in the passage dealing with the tiresome Horace Greeley
anecdote in the twentieth chapter. The prose of fact, at the opposite
pole from such feeling, is neitral in totie: feeling is not really involved
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in the description of Carson City in the tvrenty~firgt chapter {quoted
earlier, sixth section). It is aimost scientifically détaches. Mockery
may serva as well as any other wozd for the crmplex tonal quality of

tae Washoe Zephyr deacription; whereas the tiae of the pastoral idyll
in the twenty~third chapter is nostaligic, uncomgplicated by any ironic
mockery, although it ands of course in a hazsk deflation; following the
Book's central thematic line and demonstrating once moro the cloge

relationship that holds together our heiy triad, three-ineons, of subject,
form, and point of view.

9% Toqe andSﬁtﬂe

The words used in the preceding section to describe ceziain effects
of tone~-melancholy, mockery, indignation, etc.--are aot very exact;
they inadequately describe the effect of a particulsz passage upon us as
we read, Such effects are of course primarily determined by the zuthor's
stylistic tactics, his deployment of the reacurces of the language for his
assault upon our minds and sensibilities. It should not be necessary to
emphasise, here near the end of this discus sion, that student attention

should be directed as systernatically as possible to problems of style,

All good writing probably originates in a simple delight in language
for its own saks. Good writing is play with words; and Mark's Mr.
Ballou, to whom we are introduced in the twenty-seventh chapter, has
the trus literary impulse. We are told that he loved and used ""big words
for their own sakes, and independent of any bearing they might have upon
the thought he was purposing to convey," His "pondercus syllables fall
with an easy unconsciousness,! gc that "one was always catching himself
accepting his stately sentences as meaning something when they really
meant nothing at all." Mr, Ballou's non~utilitarian love of the grand
resonance of big words is also the good writer's consuming love, Mark
of course understéod this well, and his awareness both counters and con-
trols his character's ""easy unconsciousness" in his spontanéous creations.

So, in Chapter XXXI, Mr, Ballou

called Ollendorst all _ma,pmi of hard names--said he never - ,
. #aw such a lurid fool as he was, and ended with the peculiarly
. venomous opinion that he 'did not know as much as a logarithm!!

"Meant nothing at all'' ? -~an ignorant comparison? How much does a
logarithm know? Mark's method is clearly visibls in Mr, Baliou's
madness, .

There are &ii_céuiuionc of the different styles of particular passages
of the book in the 6th and 7th sections of this discussion, in which subject

© - 3
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atid style are shown supporting each other {prose of fact and prose of
fancy), The technique of the humor of exaggeration, of the tall tale,
exemplified in the descripticn of the Washoe Zephyx and clearly charac-
teristic of a significant impalse in the Amezican imsgination, is sometimes
found in company with a device that ssems its opposite: vnderstatement, .
.So, writing of the complete inefficiency of the "Allen" revolver, Mark
- §ays thatit ' T " "

went after a deuce of spades nailed against a trce, once, and
fstched a mule standing about thirty yards to.the left of it,
Bemis did not want the mule; but the owaer came out with

a double-barreled skotgun and persuaded him to buy it, anyhow.

(Italics supplied)

Missing a target with any weapon by ninety feet surely must be a bit
in excess of the truth; while ""persuasion’’ with a shotgun ig cbviously
something iess than it, The device appears frezaently; for instance,

in the single word :lat ends the description in Chapter XXI of the rivers
of blood flowing down from Mr, Harris's wounds over the horse's sides:
they '"mede the animal look quite picturesque, '

The fun of understatement derives from its humorous inadequacy
to the occasion in question, It can be thought of as simply one of the
marny devices in the humor of incongruity, which employs other means
related to understatement but somewhat different in effect. Thus, after
the description of Mr. Harris's bloody gun battle seen by the tenderfoot
on hic first day in Carson City: "I never saw Harris shoot a man after
that but it recalled to mind that first day in Carson.” Not guite under~
statement because the first shooting muset surely have been fixed perma-~
nently in the protagonist's memory; but a reaction incongruously
associated with a desperado’s repeated killings. '

- The humor of incongruity embraces many of Mark's characteristic
tschniques. It appears as comic metaphor: the illiterate garrulity of
of the female passenger in the second chapter described in the carefully
_contrived metaphor of the Flood of Genesis. It appears as a trait of

character in the same cpisode: the incongruity between what the ‘woman
is and the social exclusiveness she pretends to,

. Folks'll tell you't I've always ben kind o'offish and partic'lar
for a gal that's raised in the woods, « ., . but when people.

comes.along which is my equals, I reckon I'm a pretty

agéisble heifer alteralk, . .

Finally, it s pi;éugﬁ: in tba ctil_o" of the judgmont handed down by




e - [ty gy—

el ~ —— —_— - Yy J

il

Ex~Governor Rupp after hearing the testimony and the argumeats of
counsgsl in the Great. Landslide Case of Chapter XXXIV. The speech . ..
emnploys-the rhetoricalflourishesof a cexrfain kind of Protestant oratory
adapted to the courtroom and the stur:p {*'Gentlemen, it ill becomes us,
worms as we are, to meddie with the decrees of Heaven"), solemn and

" orotind, to bring to a conclusion the ridiculous ""case" of the.benevolént
dislocation of Mr, Morgan's ranch, At the same time, it may be said
in-conclusion, we detéct behind it an intention that is a characteristic
element in Mark's outlook, bis ""point of view" in the popular sense;

the compulsion to pour ridicule upon the idea of Divine Providence, often
folt as the bittcz result of some Sunday School terrors Sam Clemens may
have suffered as a boy in Haruibal,* The veference may servs, here at
the end, as a reminder of how complex aad pechaps ultimately enigmiatic
are the iiterconnections that bind together the world of art, issuing as

it does from the mysterious human spirit itself. ,

% Php compulsion appears most hilasiously in the atory of Jim Blaine
. 4pdHis Graridfather's Ram in Chapter LI, which is also an example
- of whiskiTmay be-¢al 1ad the Lumor of sustaiied irrelevance. Since most

ymbeEs il tie class will not.read that:far, the chapter is recommended
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Teacher Version

THE OLD MAN AND THE SEA

Introduction

The Old Man and the Sea lends itself admirably to study by ninth
graders. To begin with, it is a novel which, while providing the students
with opportunities for developing appreciation for the complexities of style,
structure, and theme, will at the same time be simple enough for ninth
graders to read with pleasure, '

While critics do not always agree on all the aspects of this novel, -
it seems reasonably apparent that the basic theme is Hemingway's reaffir-
mation that man, who pits courage, dignity, and love against an indifferent
universe, wins in losing, He may be crucified (Santiago, returning from
the days of agony, lies motionless on hig bed, his scarred paims turned
up), but the essential triumph of man is that he can, as Santiago says, be-
destroyed, but he cannot be defeated, Much of the symbolism may be be-~
yond some ninth graders, but they wiil all be able to see that much lies
beneath the surface in the story, all the same,

Since the students have read The Call of the Wild and The Pearl
in the eighth grede, they will already have been introduced to the longer
narrative and will be aware of the difference between a short storyanda -
novel, With this working knowledge of incident and character they will per-
haps be abie to see how form and subject merge in this structurally brilliant
short novel, and appreciate the almost classical movement of action, A
study in depth will reveal The Old Man and the Sea to be a 'multi-layered
novel, akin to the allegory and the parable but belonging to neither genre,

Since symbolism will play a vital part in The Old Man and the Sea
it will perbaps be helpful to discuss the symboi as a literary device with
the ctudents, The teacher might ask if the class recalls a symbol Steinbeck
uses in "The Red Pony" (seventh grade curricuium) or some of the symbols
found in the game author's The Pearl {eighth grade novel),

Of course, most will know that a symbol is a2 concrete object which
stands for an idea (the fiag, the cross, "Uncle Sam!''). Still, they may not
be aware that a symbol in a literary work is a concrete image that suggests
rather than defines; it.seldom has a fixed meaning. To cne writer an
cagle may suggest courage and to another loneliness,. If an author uses a
symbol adroitly, he can merge idea and object into an integrated whole,

Not infrequently such devices may be used to unify the action in a novel,
Such is the case, certainly, in msny of the medieval myths, The Arthurian
iegends (see ninth grade mythology unit) offer some excellent exampleg==
ones with whichithe student may already be familiar. Offen symbols are -
not intended to represent one idea at all but to suggest whole areas of mean-
ing, In order to show students how a symbol may intensify our emotional
respotiges, the teacher may point out that seldom are our emotions stirred
when we read a page of the Constitution, however much we may admire this
venerable document, but the sight of a flag fiuttering in 2 spring breeze may
bring a cush of affection for our country. Authors 2lso find symbolical de-
vices useful in illuminating ideas, it might be practical, at this point, tv:
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rzad Whitman's "Captain, My Captain” in class, The symboliam in this
pcem is simple and direct, S

The Old Man and the Sea demands & quick reading because the
emotional impact Hemingway is counting on will be lost or considerably
lessened if only & few pages are read daily, During class discussions and
assignments, portiong of the book can be reread in class,

Author

Students were introduced to Hemingway in the eighth grade xith
the short story ""The Xillers,” They will perhaps recall his style, and
bhopefully, the fact that careful scrutiny revealed there was more to this
tale than appeared in the first quick perusal,

Heraingway won the Nobel Prize for literature for this novel=-a
distinction awarded, of course, not only for this novel but for his entire
body of work, Probably no cther American writer has go influenced the

trend of modern literature nor hes any other writer been so widely and
usually so poorly imitated, ZHe has not always met with critical acclaim,
but the burden of his criticism has been overwhelmingly favorable, The
M%A Farewell to Arms, and For "7hom the Bell Tolls ere
literary . Ucmlly Saningwey uses metghares of games; sports, or.war
to express his views, Lis heroes are hunters, prizefighters, bull fighters,
and fishermen. They all art according to a code of conduct and accept life
itself a8 a special game., Hemingway endorsed his own code; he was a man
of action and spent considerable time ag a big game hunter.

It is interesting that Hemingway, as far back as 1936, wrote a
short summary of an encounter between an aged man and a marlin, He

_bhad heard the anecdote years before, he said,

Explication

The Old Men and the Sea ia about an aged fisherman who catches and
loses a magnificent fish, Read on the action level alone, it is an ergrossing
tale. Santiago is in the anciem tradition of herces~-~he is, he tells us him«~

. self, a "strange old man, ' who ig still sturdy and quick despite his years,

He has gone eighty-iour days without taking a fish ard people feel he is
salao, unlucky;  even the boy who has been in the habit of accompan; ing
him on his gkiff is no longer allowed to go with him, Manolin, however,
loves Santiago and sees that he has food and bait, The old man, pondering
his misfortune; decides he will go "far out" into the Gulf Stream, farther
out than he has ever gone before to see if he can find a fish, The marlin
thet takes. hig bait is the biggest fish Santiago has even seen, and the fish
pulls the skiff out to sea all that afiernoon, all through that night, and the
next day, After harpooning the marlin and laghing-it to the skiff, he turns
horneward, Before he can reach his village, the shavks attack and strip the
great fish to a bare skeleton, Such is the subject on the literal level of

The Old Man sind the Sea; Vet this novel is clearly about raore than an old
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man and a fish, It is about man, time, death, and life-~-it is about courage
that knows no defeat, about the agony of man who fights with whatever wea-
ons he has aqainlt enemies more terrible than skarks; it is about map's
oss and man's victory, R is filled with other intangibles, too~--Hemingway
wro:: this novel with & tenderness ani gentleness found nowhere else in his
wor

This novel has no arbitrary divisions, no chapters, sections, or
parts, This is important in the st ructure of the novel, for Hemingway
obviously intends the action to flow cleanly, unbroken, from start to finish,
The time itself spaces the action, For two days and two nights the marlin
pulls the old man and the skiff out into the open sea, When the fish tires,
the old man, weary and near exhaustion, finds strength to pull the marlin
alongside, to harpoon himm, and lash him to the skiff, The return covers

a day and a night,

Probably the best approach to the novel would be to have the students
reread the opening paragraphs. The very first senten:e contains congiderabl
information. In the followinz paragraphs we learn that Santiago (which is the
Spanish for St. James) had lost his helper, because the boy's parents felt
the old man to be galao, unlucky. We learn the boy was sorry to go, was
sad to see the old man's boat with its patched sail looking like "the flag

:"

AN LS I LM

[HNYY

TRt

{W\‘j: 4 4

y T w » et A7 i W et v E Y t - ‘f‘ X
RUNWTINER S, AR U N RIS Ao My RE AR BT
L AL PR NP P SIREAR LU BB L AR IR O L T T

- . . - *

] W N »,
N TN IR L NN 1 yae I IO
PLRIFRY .wl&é-..:rmA\«-:.a.‘mc.:a:«;ﬁ\:u AR A TOOE

{:
5 of permanent defeat” return empty each day. Hemingway's description of
- the old man should be noted. His hands were s the scars old as 4
& erosions in & fishless desert,” Everything about the fisherman was old,
i{? I-Ieminqway tells ug, except his eyes, and they "were cheerful and unde-
= feated," The poverty that surrourds the old man is treated objectively. £
¥ This is not a novel of social protest, Attention should be called here to 2
Santiago's dream of the lions and the white beachies, Once, long ago, he =
i has sailed to Africa, and now, nightly , he sees the great beasts strolling - ;
&3 on sandy beaches. They suggest courage and strength and are perhaps syme- .
?g belical of the primitive worild, 3
3 The tirst "part” of the novel, then (the evening and the night before- g
&3 the old man sets out to find his fish), not only introduces Santiago and Mano~ 4
& lin, but establishes the setting and states the problem, The setting, it =
= might be noted now, is not e sized. While this novel is about a Cuban %
= fisherman and the locale is 1 Cuban fishing village end the Gulf Stream, =
= - the novel could never be said to have "'local color.” Why? Hemingwsy S
= takes care to see that the setting as such does uot intrude, Seldom is Havana 3
% mentioned, and then only as the place where the boats carry the Zish to mar= £
= ket., The setting merges into the narrative, until somehow it is only the sea %
% ~-man and the gea=~-in a timeless setting, The students should reslize o
= that Hemingway wants his character ‘o be thought of as "the old man' «=he 2
= is seldom referred io as Santingo, He must remain mpersonal if he is to 5
o assume the identity of Iian, Tke sea becomes syirbolical of the natural 3
55 world that surrounds man, X is indifferent to his fate, but it is not hortile, Z5
& Santiago, it will be noted, looks upon the sea 8 & friend and does not feel &
% alone when he is out in his skiff, =1
Form is determined--and eorirolled--y #e subject. Hemingway,
| el who wishes us to see that it is the dignity and courage with which man Lo

fights the inevitable destruction that is important, chooses the incidents
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in order to emphasize this, The 'major incidents are strung along the
Mime lip_e:" of the journey thus: - - strung along

Marlin. -
& hitmaoned:
ﬁg\?‘j lashedto - .
o’

boat %
. , e,
_ %,

Such a brief diagram could be placed on the board, Perhaps the students
coulz fill in the minor incidents in detail. Each of these pertinent incidents
serves & dual purpose, revealing character and advancing plot, The students
should note that each of the above incidents is a more or less logical out~
growth of the preceding, and, what is more, each serves as a reminder of
the past, while introducing some new element intensifying the conflict. The -
old man's victozy over the fish provides the climactic incident, the succeed-
ing incidents iead to the conclusion, When the marlin proves to be t00
strong to pull aboard and begins to pull the skiff seaward, the old man braces
the line against his back, and tries to bear the intolerable pain, I will
: show him, ' he says, "what a man can do and what a man can endure, "
And again, "Pain does not matter to a man," Each test which Santiago
meets, successfully reveals his strength of purpose and his courage. Even
when his physical self falters (the eramped hand), his determination grows,
VZhen the fish is finally pulled alongside, the old man drives his harpoon
into his heart, and the blood that darkens the water is the blood that atiracts
the first shark, ‘ ' ;

The old man destroys the first shark, but loses his harpoon. The
inevitability of his defeat is no longer in doubt, More:sharks will comes, for
the first shark has torn into the flesh of the great fish, Hemingway's pur-"
pose now becomes increasingly clear, Santiago, faltering before the reali-
zation of what must come, finds himaeif wishing he had not killed the fish, th:
he were home "in'bed on the newspepers. "

Return

S N

"But man is not made for defeat, " he decides, A man can be
destroyed but not defeated," And, turning his thoughts resolutely away
from the inevitabla, he tells himself, with the pride born of & million
years of defying death;, and of dying, "Don't think, old man, Seil on this
course and take it when it comes,’

: Whenever his:agony from "taking it' becomes too: great for sndure
arice, he thinks of the boy. The thought strengthens and suziaing him, I
becomes increasingly clear that Manclinis not only aymbolic of Santlago's
youth, but that he is also symbolic of something else~-the one permandht
weapon man-takes with hiro on hig lonely guest, - In the boy-Santiago finds
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strength to continue, - "The boy keeps me alive," he admits; In the lone-
linese of life as Hemingway sees it man may create order out of discrder,
manufactire hope out of hopelessnesg, and face death with dignity, but ke
is sustained by concern for and comforted by love of hig fellow man and
even by the presence of the fellow creatures with whom he shares his
world, So the thought of the boy is ever prescat in the old man's mind,

When more sharks at‘tack, Santiago defends his fish with the knife
he straps to the oar.- Now a foyrth of the great fish is gone, "I should not
have gone so far out, " he decides sadly. "Too far out'’ is a phrase that
Hemingway inserts more than once. The old man is being punished for his
desire to seek, to know, to go outside the limits of the ordinary. This
offers a rather pointed contrast to Tennyson's Ulysses who ranged afar,
seeking "to find and not to yield," Hemingway implies that if Man goes

too far out" (not to be taken literally, of course) he is doomed to failure.
A similar vein of thought is expressed by Dante, whose Ulysses "put out -
on the high and open sea’ to find ""The world beyond the sun" and found in~
steaqa the Mountain of Pyrgatory,

But Hemingway's hero is not defeated, nor is he ever resigned to-
defeat, The third sbhark comes and Santiago loges his knife in this encoun-
ter, But he fights on, with his gaff as a club, "You're tired, old men,
You're tired ingside,” Yet when more sharks come, he fights on. 'Fight
them, " he says. "I'll fight thom until I die,” ¥/hen the finel pack arrives
at midnight, he does fight on, -but the fish is destroyed, and only a white
skeleton rides beside the slciff,

It is noteworthy here to observe that Santiago finds what comfort
he can in what is left. The wind is 2 friend, he reminds himself-~some~
times; there is the sea, There are the creatures of the sky ard sea, And
there is the boy.

So, structurally this novel follows the traditional pattern of the
journey or quest. Santiago feels a "call" to set out to find not the Holy
Grail but a fish, He has been born to "'be a fisherman."” He is a "strange
old man" of heroic proportions, He catches and fights to bring back the
great marlin~-<his “true brother," He ig tortured by thirst, hunger, and
pain, and he fzils to bring back the fish whole to his world of men.
the skeleton floate in the Gulf amid the garbage the next day, But the quest
of man has not been in vain, There are those that see the significanca of -
what Santiago has brought back, but most will iook indifferently at the skele=~
ton, as do the touriets who view it. They do rst even recognize it.

Of course, each reader may find something in the novel that eludes
cthers., There have been a good many interpretations, If the framework of
- the quest ig kept, the possibilities are endless, as He ly seems to
" /have planned, Santiago may represent the artist, who goes "far out" -
*  searching for truth, and who discovers it. His work, however, is unappre-
.cigted by:mremt, who, having eyes, see not (the tourists). All of this does not
change irf the alightest the basic structure or the theme of the novel,

s -
The structure of The Old Man and the Sea is reinforced by sym-
bolism, Wiien Santisgo is searching for his fish, he looks at the delicate
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terns and {eels sorry for them, - They foreshadow bis own struggle, these
delicate, living crestures, fighting for survival on the cruel sea, Then,
later, as the fish pulls him and his skiff out into the Gulf, a smal: warbler
lights on the taut line, E, too, has gone ''too far out" and it trembles with
fatigue, Santiago, looking at it, thinks of the hawks that will come out to
meet it, But the bird cannot understand and why say anything to it? (Can
man understand, either, the Hawks that await him?y :

"Take a good rest, small bird, " he said, "Then go in and take
your chance like any man or bird or fish," The bird foreshadows the tragic
events ahead, and, by using such symbols (they are interspersed through~
out) Hemingway makes clear to us, his readers, the deeper meaning he
wishes his narrative (o convey,

It is clear enough that Santiago is symbolical of man and that
¥emingway wishes us to see his ordeal as a cruc:ifixion, The Biblical
imagery is quite pointed, ’hile the fish pulls the old man through the water,
the cord cuts into his back, He tells himself, "Rest gently now against the
wood and think of nothing, " The words gently and wood blend with the old
man's suffering and our rind produces its own image, When the sharks
attack, Santiago cries "'Ay" aloud. This, Hemingway tells us, has no
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£4 translation, but it is just such a sound as a raan might make "feeling the 2
7 nail go through his hands and into the wood," The cld fisherman carries §a |
& the mast like a cross up the hill when he returns, falling once. His hands |
i have been cut badly and he lies in his hut sleeping 'face down on the news~. A
= papers with his arms straight out and the palms up," Hemingway sces man =
£ crucified by time and the natural world, facing inevitable death, but facing %1
i‘% it with dignity and courage, That is his triumph, He can even, like San~ 5
&= tiago, like Christ, face it without bitterness and with humility and love for jj
B his fellow man and for his fellow creatures, Man's immortality, to Hem- b
ingway, is clearly fcund only in his refusal to admit defeat. 5;
A
Finally, it is some of the more obvious symbols in this novel that 5
help us to grasp something of the author's purpose, The sea seems %o be %
representative of the whole natural world, neither friend nor foe, or rather,
sometimes one and sometimes the other. The sea holds both the marlin ;é
~= true brother -~and the rapacious dentuso, The sharks with their gaping j 72
jaws=-living appetites--symbolize the senseless rapacity of the natural g
world, foe as well ag friend, Ahab, it will be remembered, pursues the g
£ white whale with unrelenting anger: he seeg him as evil personified, San- 43
3 tiago feels something of this as he drives his knife into the marauding sharks, =
= But Santiago is more aware of the complexities of nature, He feels no 2
%g hatred of the marlin he sets out to kill; rather he feels respect and even a ¢
= kind of love, The fish is a noble and worthy adversary,
3 You are killing me, fish, the old man thought, But you have
2 a ﬂizh; to. Never have I seen a greater, or more beautiful, or
5 & calmer or more noble thing than you, brother, Come on and
kill me, I do not care who kills who.
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Now you are getting confused in the head, he thought, You
must keep your head clear.... Know how to suffer like a man, Or

@ figh, he thought. (p.92)
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The bond he feels for the fish does not lessen even when the great
-marlin is reduced to a mutilated mass of flegh lashed to the tiny boat.
Tae fish and he-are brothers. The killer sharks who attack are the Enemy«~-
- the enemy not only of Santiago and the marlin, but of man and life itself,

- As the students discuss the ses, the sharks, and Santiago's
love for the great tish, they will probably begin to see that the author's
. attitude is sa important part of this novel, This will lead into-a consideration
of point of view.. Also, as the novel progresses, the students will become
aware of the narrator as a person, as the voice they hear speaking., He
Lecomes a person through his manner of speech, the values he presents,
the story he telis. When the narrative is completed, the students will
have a strong impresision of the speaker ag a person. But point of view
concerns far more than just the author's attitude, There is the attitude
of the various people within the story to each other and ¢o the events
that occur. How, we must ask ourselves, does Manolin see Santiago?
Is it different in any way from the way Hemingway sees him? And finally,
and perhaps most importantly, the reader reacts to the events and people
within this novel, For instance, we see Santiago through the eyes of the
boy as an old but still powerful man, kind and wise, We see that the boy
loves the old man and this influences our attitude toward Santiago considerably,
v/e react again when we learn how Santiago feels toward the sea, the birds,
the figh, the cther fishermaen, and the boy, Ultimately, of course, the
point of view is controlled by the purpose of the author, and camot be
- compietely separated from subject and form,

In conclusion, we should not miss an opportunity to look closely
at the language of this novel, It is simple; VWhy? It reflects both the :
subject and the characters, Santiago is an old fisherman, & primitive,
who gpeaks in the vernacular of the people. The prose has dignity. It
complements both the clagsic simplicity of the form and the simplicity
of subject and character,

Ernegd Hemingway occupies a unique position among twentieth
century writers in the matter of style. His prose has a texture all its own
He has great talent for making the reader taste, see, hear, smell,
and feel. Consider the following paragraph:
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He did not need a compass to t.ell him where southwest was,
He only needed the feel of the trade wind and the drawing of the
sail, 1 better put a small line out with a spoon on it and try
and get something to eat and drink for the moisture. But he could
not find a spoon and hig sardines were rotien... . So lie hooked
a patch of yellow gulf weed with the gaff as they passed and shook
it so that the small shrinmps that were in it fell onto the planking
of the skiff, There were more than a dozen of them and they
jumped and kicked like sand fleas. The old man pinched their
heads off with his thumb and forefinger and ate them chewing up
the shells and the tails. They were very tiny but he knew they
were nourishing and they tasted good. (p.97)

Note the abruptness of his sentences, vaguely reminding us of
journalistic writing, His paragraphs as well as his sentences are usually
very shorf, Note that the noun and the verb outnumber the adjective and

the adverb,
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- . - One-of‘the first and most striking characteristics of Hemingway
‘prose:ig:-the relitive absence of subordinate construction. The presence of
~--the subordinate clause indicates intsilectusl discrimination, and Heming~
: way's-appeal ig ncttothe intellect primarily; it is'directed, through every .-
. liber of his:prose;. to the:senses, His code of life, discussed eariier,
-dominates even in his choice of words, His sentences have vigor and econom;
They contain-noyns and verbs predominstely, strong words, vigorcus words,
The very use of 'sand"--which has become something of 2 Hemingway trade-
mark--expresses something of the Hemingway contempt for the frills and
niceties of a too~civilized world, And all of this is not to say Hemingway's
ftl?:e is bad, i?.i_: fﬁx;onr; it, To '}:‘c;gi?uﬁith. it r?‘l%cts its subject nriatt@r;
is origimal, it e author, The impact emingway's style can
be best felt if a paragraph from a Charles Dickens novel is read immediately
preceding,  Students who are as yet unable to put into words their concepts
of style have an ear for words, all the same. Such a demonstration is usually
effective, and the impression will rezuain longer than if the discussion cf
- style is limited to technicalities and abstractions,
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THE SHORT STORY: AN INTRODUCTION

. A Johnny=Come=Lately to the literary scene, the modern short story is
none the less & descendant of an old and respected literary form, Papyri
ealvaged from Egypti2: tombs. reveal imaginative acccunts of life 6, 000 years
ago, and loag kayond that, doubtless, cave men sat before smoky fires and
embellizhed hunting escapades with fictitious deeds. A lengthy history of the
fzrm_ while interesting and informative, does not necessariiy lead us to a
better understanding of the present form. So, with a passing nod to Greeks
and Romans, Persians, Boccaccio, and Chaucer, we come to the American
evolution of the short story as a form, It is often said, and not unjustly, that

Poe created the inodern short story. His definition is still the classic one?

A skillful literary artist has constructed a tale. I wise, he
has not fashioned his thoughts to accommodate his incidents; but
having conceived, with deliberate care, a certain unique effect
to be brought out, he then invents such incidents=~he then com-
bines such effects as may best aid him in establishing this pre-

. conceived effect. If his very initial sentence tend not to the out~
bringing of this effect, then he has failed in his first step. In
the whole composition there should be no word written, direct,
or indirect, that is not to pre-establised design...
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; While it is true that the form has become in the hands of some of its
masters, such as Katherine Mansfield, Hemingway, and Conrad, more of a
character revelation than a plotted story, every word of the above still holds

true,

It is the most flexible of forms. Some writers capture a gingle mood,
lyrically; others can create complex plots to capture diverse human emotions,
3 or bare pertinent truths. But flexible or no, the modern short story must
conform to certain criteria, It must have economy. A novelist can squander
to capture some character and often does, but the #hort story writer ie work-
ing in miniature, The form calls for intensity and for concentrated action, A
moment of life, as it were, must somehow reveal a lifetime, A short story
raust achieve a unity of effect, so that the reader, in putting it agide, finds all
the incidents merging into a single impression. The short story muat engage
the reader immediately~-a novel can perhaps survive a poor beginning (mim-
erous ones have) but a weak first sentence can be disastrous to the short story.
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in presenting the four stories here, we chose ones of some diversity.
"The Monkey's Paw'' is a beautifully executed story of mystery and suspense;
"“Phe Cask of Amontillado' is a superbly crafted story by Poe at his best; and
“"Paul's Case' is a senaitive portrayal of a boy unable to cope with his world,
_ Ring Lardner's "Haircut" somehow merges the two types into a remarkably
fine story that reveals a character and builds at the same time a well-con~

structe d mystery.

Suggestions for Further Reading
If further stories are needed for class study, we suggest the following:
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'"Diable==A Doq" by Jack London
0

"Mol.lF Morgan" by Johp Steinbeck
A Pocket Book of Shoxt Stories,’ M, Edmund Speare, ed., Washington

Square Press, New York, p. X.




")iasque-of the Red Death" by Edgar A, Poe
“"The Other Side of the Hedge"' by E. M. Forster Lo
"The Summer of the Beautiful White Horse" by William Saroyax
"Father Wakes Up the Village" by Clarence Dey
- ""Phe Catbird Seat! Ly James Thurber
- "The Man Who Could Work Miracles'by H.G. Wells
"The Three Day Blow' by Ernest Hemingway
“"The Lottery' by Shirley Jackson
"Tobermory' by H. H. Munro (Sak:)
"The Gzntleman from San Francisco" by Ivan Bunin

THE MONKEY'S PAW
W.W. Jacobs

An Explication

Of all the writers who have used the age-old theme of sirange coincidence
to startlé and disconcert their readers, none have ever done so0 more success=-
fully than has W. W, Jacobs in this story, "The Monkey's Paw" is a vari-
ation, of course, of the "three wish' theme that runs through many ancient

tales and baliads. .

The reader is plunged into an atmosphere of foreboding with the first
sentence, despite the idyllic scene of a white~haired woman placidly kniiting
beside a cheerful fire while a father and his son ?a&‘humoredly debate the
fine points of a chess battle, It is ''cold and wet and a howling wind~-storm
is raging outside; the pathway, as Mr, White says, "is a bog, and the road
a torrent.'" A sense of foreboding all but naineless gad hardly definable, 2
settles over the reader, It is something of . measure of Jacob's skill that
he manages this indefinable apprehension so skillfully so early inthe story
and does g0 while he establishes at the szme time a matter-of~fact air of
credibility. Not only are we apprehensive at what may be in store for ue,
but we are quite ready to accept it as a reality, “or these are sensible people,
sensibly described, having a tongue~in~cheek attitude that adds both to their
charm and their credibility. The first movement in the plot is discernible
when the son points out that their anticipated visitor will hardly arrive in such
weather, From ihen on, each incident grows out of the preceding and, at the
same time, causes the succeeding incident to occur. The action might be

diagrammed thus;
/ Final wish

Second wish
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Herbert!s death

cquisition
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'Real impetus is lent the tale, of course, at the poirit the monkey's paw
enters. It is clear enough to the reader, first, that the sergeant-major
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believes in the powers of the paw, 2nd second, that he fears it, After ex~
plaining to the Whites that a fakir, a holy man, put a spell-on the paw to show
that fate rules people's lives "'and that whoever interfered with it-did &0 -
to their sorrow, ' the sergeant tries to change the subject. Jacobs lets us see
the man's dislike and fear, and he has him reveal that the "owners" of the paw
hove come to grief,. all of which is clear foreshadowing of impending tragedy. .
The acquisition of the paw thus occupies Part I,

Part II contains the first wish and the dreadful incident which follows it,
an incident which, while we are prepared for something, takes us rather aback
at the violence that shatters the prosaic and happy household,
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Part III brings the second wish and with it a "'second cliinax,'" Mrs,
White's frantic wish for her son to reiurn is followed by the violent knocking
at the door below. The reader is kept in suspense while Mr. White fumbles
for the paw, and as his wife finally unbars the door and flings it wide, he
grasps the paw and mumbles the final wish, a wish he does not articulate and
one we do not need to be told. The open door reveals an empty path; all is
silent., If we were asked now to believe that Herbert had atood outside that
door, mutilated, in musty grave clothes, we would perhaps shudder with pleag=
ure, and put the storly aside as a passing good mystery. It is, however, the
beautifully balanced "maybe~~maybe not"’ conclusion that intrigues us. After
all, there iz nothing to refute the idea that it was just a matter of coincidence,
Something of the same feeling lingers with one when he completes de Mau-~
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: passant's ""Piece of String" although the two tales are fundamentally different. ¥
¥ Suspense is an important part of the structure of inis story. The student :
= will perhaps be able to see how suspense is created, incident by incident, how

sharply it rises with the arrival of the messenger from the company where the
boy worked, and how. sharply it rises again as the knocking reverberates

through the house, Actually, the least credible portion of the story is that
which deals with the Whites' 1z2arning of their son's death, It seems & trifle i
unlikely that the news would have been broken in such a fashion, But the read- :
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£l er must appreciate the fact, toc, that Jacobs had to have the family learn of
the insurance immediately.
4 " Jacobs has thus iaken full advantage of his story's possibilities in form, <
But what part does point of view play? It is written in the third person, of 2
5 course, We view the action with a detached impartiality that is especially
% helpful in imparting to us the idea that fate is somehow manipulating these 3
people as if they were puppets, There is no emphasis upon character here, 4
That would not serve the author’s purpose, He seeks one single impression 4
£. . . andto create it he doss not need to delineale character, However, it will be 2
' %’é interesting to have the students exzmine the author's attityde toward his sub-~ %
55 ject. He is inviting certain responses from his readers by the way he handles “
£4 his material., The reader's reaction is no less a part of the term point of 7§
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view., Therefore students shouid consider their reactiong as part of the story
itself.

The abrupt closing is also worthy of special nc;f:e. ‘The students will perhaps
sec the value of it, and how damaging it would have been to the story if the
wlzfaiter hlad proceeded beyond that point and inciuded a coaversation between the
old couple.
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The Cask of Amontillado
Edger A, Poe

This story is one of Poe's finest, It is a study in revenge, and from the
first gentence until the last there i8 no word, no single word or phrase that
does not contribute to the single effect Poe is creating, The short story as
a work of art is nowhare more beautif::1ly exemplified.

The subje'ct is revenge, While the story deals with murder, cleverly
planned and executed, it is with revenge that Poe is preoccupied. We are not
allowed to forget this for a moment. Montresor's emotion dominates the tale.
This story illustrates more clearly than most the fact that subject, form, and
point of view are really inseparable. The subject, on one level, is murder,
on another, revenge; the point of view merges with subject, for we see through
Montresor's eyes and thus share his passion for revenge. Finally, the form
is a series of incidents that carry out Moniresor's plans to satisfy his over~

whelming desire for revenge,

Undertaken as a study in craftsmanship, "The Cask of Amontillado” will
be especially rewarding., It may be briefly diagramed thus:

Im;itation The Walk - The Murder
...................... .

The students should note that Poe does not explain why Montresor desires
revenge, That is, he does not explain specifically, beyond the opening sen-
tence that alludes to the ‘'thousand and one injuries" the narrator has borne
as best he can, The horror of the unknown clings to those "injurieg'~-they
somehow seem fer worse than they could actually be, were they spelled out,
Also, we are not concerned here with Fortunato's behavior in the past, even
if suca behavior has had direct bearing upon present circumstances, We are
here concerned only with a very short space of time~~-an hour perhaps~-and
‘what happens to Fortunato in that time. Revenge is the key word here, and
every word, every phrase, emphasizes it, and it alone. '

We can also see in this story how incident grows out of incident, each
firmly rooted in the past, while projecting the action toward the climax,
Montresor makes clear to us at once his definition of revenge: the avenger
must not only punish but punish with impunity, The invitation plays upon
Fortunato’s conceit and he accepts it, going into the vaults to taste the rare
wine, The gaiety of the carnival offers a contrast tc the somber theme, but
note the word Poe chooses to desc ribe the season~--the madness of the carnival,

It offers connotations that blerd into his dark symphony.

The: conversation between the two as they descend into the catacombs in=-
creasesg our suspense as tc the outcome of this strange trip, Moniresor, who
as he grows more sure of his victim, plays with Fortunato as a cat witha
mouse, is clearly absorbed in mawuring his revenge fully. Fortunato's pride
and the ‘scorn with which he views Montresor are fully grasped by the reader
in the allusion to the mason, & play on words, the true impert of which is lost

on Fortunato, ,
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. The student should note the cheice of words, such as crypt, nitre, and 3
,;2‘

damp, which now increase in number, The dampness penetrates the written
page and the reader becomes increasingly aware of the chill,

The chairing of Fortunato and the walling of him gain in horror because
of the manner in which Montresor goes about his undertaking., Understatement
is often as valuable a technique in creating horror as in creating humor and
Poe was aware of this,

A RS R .m‘a"mw}m.

The story coraes to an abrupt close and oace again we should note that we
are not concerned with anything beyond the destruction of Fortunato, Yet we
do learn, and we must, if we are to incw that Montresor has accompiished
his revenge with impunity, that for & half century no one has disturbed the old

rampart of bones.

Thus the form is classic in its execution., Each element combines in
order to create an effect,

The point of view is first person as in most of Poe's stories, This accom=~

plished, he felt, a degree of reality impossible to achieve in any other way,

We see the incidents through the eyes of Montresor and we see only the things
he sees. This allows the author t0 reinforce the theme of revenge found in
both form and subject and thus achieve a unity of effect he desires, If this
story had been told in the third person, either from the point ot view of the
roain character or from an omniscient view, the story would have suffered,

Poe wants us to see Fortunato as Montresor sees him; he wants us to sce the

murder as Montresor sces it. :

Characters are less important in this story than the over-all effect, but
we do learn something of the mocking pride of Montresor and the conceit of
Fortunato, However, the characters are really only puppets. They are caught
up in the action, borne as it were down the swift stream of narration, submerged

by the swirling darkness of the act of revenge itself,
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PAUL!'S CASE
Willa Cather

Explication

This is a somber story told with a gratifving lack of sentimentality. It
paints nevertheless a stark picture of a boy caught in a mesk of realities he
could not bear, Paul, a high school student, is a sensitive boy who tries to
close his eyes to the terrifying dullness of the world of which ke is a part, He
lives for the hours he can spend in a stock company theater or in Carnegie
Hall--as an usher, There he can share the excitement of a world that holds
the beauty his own lacks. It is not that Paul wants to be an actor; rather "what
he wan?ed was to see, to be in the atmosphere, float on the wave of it, to be

carried out, , . .away from everything, "

In this story there is from the first line a certain fierce urgency present;
§ i it is as if the reader, too, as well as Paul, is racing breathlessly from one
- event to anotker, snd after the story is finished and laid aside, there remains
the image of Paul, rushing dewn the hill after bis "interview''=-or inquisition !~-
with the enraged faculty, looking back over his shoulder for his pursuers,
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while running hlindly toward his doom,

Such an effect was not achieved without calculation, Paul, fleeing the
drabness of his world and the ugly realities with which he could not cope,
is the central figure of the story. No other character is more than suggested.
The terror that Paul feels--not of the facully alone but of his life in general-~
becomes apparent in the second paragraph; the hysterical brilliancy of his
eyes tells us as much as the strained politeness he exhibits wwhen confronted
by his teachers. (Perhaps we should take wry note here that it is his English
teacher "who leads the pack,"” The students are likely to!) It is important
to note the numerous details by which Cather allows Paul to reveal his tensions.
It is the drawing teacher who paints another unforgettable moment for us:

One warm sfternosn the boy had goane to sleep at his drawing
board, and hiz master had noted with amazement what a white,
blue-veined face it wag; drawn and wrinkled like an oid man's

- about the eyes, the lipa twitching evex in his sleep,

Paul can lose himself momentarily in Carnegie Hall, where he is an usher,
and he f{iees there after his faculty interview ends. The real world, with its
pitileas clarity, fades; the music releases his imagination, which shuts out
the disorders of the day and the dread of tomorrow, '

He avoids home ag long as he can, but at last is driven there by the rain
and by the hour. 'The moment he turned into Cordelia Street he felt the waters
close above his head," He is overtaken by a physical depression; and "a shud~
dering repulsion" for the ordinary. Who among us has not felt likewise mo~
mentarily, at least once or twice, when we have too abi-uptly left the worid
of the imagination, and faced the sudden inescspable trivialities of existence?
The absolute misery of the boy is revealed in Lis finai decision not to go to
“that room" of his that night, but to sit by the furnace below until daybreak,
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The Sunday that follows emphasizes the world of the ordinary with which
Paul is surrounded, He escapes again in the evening, this time to the theater
where he loiters about the dressing rooms, relishing the flavor of an alien
world, Why is the thedter 8o beautiful to Paul? As Cather says, "'Perhaps it
was because, in Paul's world, the natural nearly always wore the guise of
ugliness‘. that & certain element of artificiality seemed to him necessary in
beauty. ' At any rate it is important to note that Paul finds music and the
theater a shortcut to other worlds; books are too slow a passport and his
need to flee too deep and 00 urgent,

Againet a2 night of lights and music the "pitiful seriousness about prepo-
siticns”’ which the teachers engage in becomes even more unbearahle; to dull
the agony he makes up elaborate stories to tell his fellow pupils of impending

visits tv Naples and to Egypt.

It is this which leads to the climax of the story, Paul's lifeline to the
theater and to Carnegie Hall suddenly snaps, and it leaves him marocned in
reality. His life has be2n made bearabie Ly this contact with arother world,
Now the principal speaks to his father, he is taken from school and put to work,
The stock company actors are warnad not to allow him to visit again,
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Such is the act that drives Paul to steal a large sum of money from the
company he is working for, andto flee to New York where he spends eight
days of whbat he considers happiness,

There, surrounded by the realization of all his dreams, the boy "burns
like a faggot, " After-eight days, he learns his faiher is coming for him, for
his exploit is known and is to be forgiven, His father has repaid the sum, The
minister and the Sinday School teacher, the nswspapers say, are eager to
save him, .

Such an impending disaster gives Paul "the old feenhg tlit the orchestrs
had suddenly stopped, the sinking sensation that the play was over, "

It is now we discover that Paul had foreseen this moment on his first day
in New York. The gun seems shiny and a part of the werld he hates, He
hurries instead to find escape another way.

" The carnatiou‘he waars in his coat droops in the cold as he stumbles
through {he snow to the railroad tracks, "...it was only one splendid breath
they had, in spite of their brave mockery st the wincer outside the glase,”

Paul's "brave mockery" of winter is also at ant end, All the world has
'become Cordelia Street, and Paul, burying his wilted flowers in the snow,
flings himself down an embankment in front of an approaching train, Even now
in this last moment his mind struggles desperately to shut out reality. The
blue of Adriatic waters and the yellow of Algerian sands flash before his eyes
and thén the picture-msking mechanism ceased and Paul dropped back into the
immense design of things.

The action of the story, then, is compressed intc a tight little journey.
It may be diagrammed as follows:

Al ATAVAY B X S RSN 1 it AR N i Y ek
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Break with school; a job
los; of stock compeny
theft

Theater
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The subject i8 a boy, and a hoy's incompatibility with his world. But
it is about more, also, for Cather's portrait of Paul is so arrestingly drawn
that we see in the sensitive boy unable in his loneliness and despair to cope
with the terrible trivialities of life something of man himse:f, fleeing before
an alien and hostile world, This theme is a recurrent one in the stories and
novels of Willa Cather, an American novelist generally conceded to be among
the three or four finest writers our country produced in the first half of the
twentieth century. A native of the Midwest, she taught high school English in
Nebraska before beginning her writing career with The Troll Garden, a col~
lection of short stories, Among her best novels are My Antonia, O Pioneers,
and A Lost Lady. She was noted for her insight into character, her perception,
and her compassion, Willa Cather died in 1947,

The story "Paul's Case" i# narrated in the third person, While the author
focuses her attention on Paul, we do nct see the other characters through his
eyee, Rather, we stand aside and look at them all, including Paul, with the
author, Paul's point of view is, of course, "Paul's Case'' in a very real sense,
His teachers' attitude toward him contains little charity, but in their eyes it
is a reasonable one. He does not conform, and nonconformity is considered
a sickness, not only by teachers but also by man in general, No one understood
Paul, It may be interesting to observe that the boy saw the stock company
actors as important personages in a world of wonder, completely divorced
from reality. They, however, when Paul was exposed, were amused at this;
they saw themselves in a drab world of hardship.

But what is the author's point of view? How does she view Paul? As an
ordinary run-of-the-mill juvenile delinquent who needs sympsthy? Or as a
sensitive boy faced with harsh reslities with which he cannot cope? Since
Paul is nowhere portrayed without compassion, we soon perceive Cather's
attitude. But how does she regard Paul's "enemies ?" There is no condemnatior
no disapproval openly expressed, but the actions of these people leave no doubt
g;at thedz stand indicted in her eyes, not only for what they do but for what they

not do,

However, when he finishes the story the reader will invariably ask him~
self if there is not a deeper meaning, a more inclusive theme expressed here,
Indeed, as & fine--even brilliant~-short story, it reflects Cather's attitude
toward life. Much of her work is concerned with the problems and sufferings
of a sensitive person in a harsh and ugly worid, Something of Thomas Hardy's
Jude is found in these pages. Paul is not a hero in the usual sense of the word.
He is not strong or brave or successfal, But he is sensitively attuned to the
world of fecling. He cannot bear the agony of life and finds the solitude of
dezikh preferable, Cather sees not only Paul but man as a tragic figure,
i{rapped by his own evolution. He seems, quite simply, too highly evolved to
exist without tremendous suffering. Cather is concerned in 'Paul's Cage' with
man and his adjustment to the harshness of his environment., Just how much
of this will be brought out in class will be determined by the maturity of the
students, But they should be made aware that it is the friction of life with
which Cather is dealing.

3
i
R U A U P N R Y S N T R 1Y P Yhd [ ST B
RO Jm.uwwmau!«d&w;f&gﬁéy.&:{iiua'

ERLE S R S VN LT TENERIRLY SR

230 axsl’ mt#’:‘wﬁ.‘ﬁ\h‘“ﬂt‘.‘\tﬁ'wh‘é- "
‘4'\'

VAP

DI\ D)

o o i 1 S A AN D S B ot 0 o1 S 2Rt ek e ! .

Ry

PRI AR R SO

>y

*@%«\'“‘vﬁ“ L
SRS

. g » % PN \.\—E
PP,

N
2

RN

I

Ny




f
a

.9-
HAIRCUT

)
2

Ring Lardner

The subject of "Haircut" is two-fold, It is, literally, a story about a
haircut; the title is neither misleading nor clusive., A small town barber is
giving 2 haircut to a customer who is new in town, But along with the haircut
thcd cust%mer gets an engrossing tale having to do with anger, cruelty, loyalty,
and murder, i ‘

The gtory is told in the first person by Wkitey, the barber, in a rustic
dialect and in a deceptively rambling style. Actually the story is tightly knit
for all its seeming casualness. Lardner uses his narrator to tell the story in
order to achieve just this effect, and ia addition, through Whitey's matter=-of-
fact narrative, the effect of reality. :

) \huoﬂfam’&g;

The very first sentence, with its stress upon anothex, arouses our cur-
josity and gets the story underway: from then on the story moves smoothly
in an even line until the final sentence when our curiosity is completely satis~
fied, Students should thus have an opportunity to learn a good dexl about form
while reading this story. Lardner has arranged the incidents in this story in
such & way that we grow gradually aware of the villainy of Jim, Not even
Whitey's remark that Jim was "kinda rough but a good fella at heart' prepares
us in the slightest for what follows, Yet the first feeling that Jim is not ai~
together the gay card he’s reputed to be seems to strike a sensitive reader as
he witnesses Milt Shepherd's discomfiture as Jim "kids" him, It is not, how~
ever, until Whitey tells about Jim's habit of sending cards at random to some
luckless men in the towns he has passed through, that the first definite suspicion
flowers, and we say to ourselves, "Why, that's not funny at all, and what is
more, the author doesn’t think so either, even if Whitey does, "' From this
point on, Lardner's incidents flow smoothly-~one growing out of the other--
until the conclusion. We become increasingly disenchanted wita Jim as each -
succeeding anecdote is related. His treatment of his wife and children, his
cruelty to the boy Paul, and the ugly joke he plays on the 313‘1 Julie strip him
of our sympathy, Doc Stair's conversation with Whitey {"’, . . anybody that would
do & thing like that ought not to be let live'') gives us cur firat direct hint as to
the outcome of the story. When we learn the boy Paul has gone duck-hunting
with Jim, the "accidental" death becomes something less than a surprise,

To return momentarily to point of view, this story offers an opportunity
for students to sse how an author®s attitude toward his "people' may differ
dramatically from the narrator's, Jim is presented in such fashion as to leave
little doubt in our mind about Ring Lardner's attitude toward lim, but Whitey's
attitude may be more puzzling, It is true that it seems straight-forward ("He
certainly was a card!" and again, "I thought he was all right at heart, but just

bubblin' over with mischief"), However, there is momentary doubt now and
again that Whitey could be as obtuse as he sounds. But it is also interesting
to consider Julie's attitude toward Jim, and his reaction to her, for this tale
is not primarily & murder storye~~in fac t, not remotely so--but a character

study.
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LYRIC POETRY

Introduction

Lyl;ic poetry arises from a powerful feeling, its subjects are as
various as human experience, Anything that makes an impression on
the poet, whather it is in the world outside him «z in the world of his own
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imagination, may suggest a poem, It may be tha reality of changing phe~ T
nomena clothed in an image, as in Keats'! poem on {he permanence of 2
earth’s peetry in the midst of changing seasons, It mey be 2 celebration =
of one feature of nature, as in Shakespeare's "Winter.” The poet usee % N
the concrete terms of his experience to create sn emctional responsa in i
the reader. He does not present his emoticnal experience in the raw; E:
Wordsworth's description of poctic composition as "emotion recollected bl
in tranquillity” is a good one, for the emotion is ordered in a work of art, % B
For unity in our approach, let us consider the following poems as the ex- 3
pression of & dominant emotion in a short, non-storied, metrical form, e
b
A poem means more than it says. The concrete termsa are really =
metaphorical, Robert Frost maintains that ail poetry is metaphor, and %‘

metaphor means "gaying one thing in terms of another, "' of making an un=
known thing familiar and knowable by comparing it o a known thing., Stu-
dents must be taught to read poetry so as to gee that every poem i8 tulk~

by AR
¥, KN

ing about more than it seems to be talking about, Even images that ap- §; ,
pear to be literal descriptions of sensuous attributes become, in the con- a8
text of a poem, metaphorical, - Although the images of Shakespeare's =
"Winter' seem literal enough, they have been selected to represent a <1 N
basic contrast in man's perceptio. of winter, a contrast between the cold- 3
ness and harshness of the season and the cozy world that man creates to % B
counter the forbidding elements, In other words, the details portraya “;g :
particular perception and therefore suggest a reality larger than they = .
themselves contain. = B
i M

Technical and subject material stressed in the unit includes the fol=
lowing: imsage, metrical analysis, sonnet and quatrain stanza form, carpe
diem motif, and pastoral mode,
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Images may rely on visual, or auditory, or olfactory, or any other
gense for their effect, They may combine two genses for a mixed effect:
for example, Keats' "new=-mown mead" suggests an appearance, & smell,
and a tactile sensation all at once,

Studenie ahould recognize the irmportance and function of meter, Ev=-
ery imman being responds, according to Aristotle, to the basic inatincts
of rhythm sud hazmony, Rhythm is what sets poetry apart from prose
(despite the fact that there are famous rhythmical prose passages, the
rhythm is not in a regular patternj, and students should develop the abil~
ity to recognize basic patterns, It is easy for students to feel and mark
the rhythm in a nursery rhyme, such as "Mary Had a Little Lamb, " It
ia really 10 barder to mark a sonnet, The mursery rhyme introduces the
besic feet, such as iamb and trochee, and it familiarizes them with
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substitution of different kinds of feet in a line, Students should not be

overburdened with metrical analysis, but they should bée introduced to it,

’Begin‘ning with a regular stanza, such as'the lest stanza of Wordsworth's
‘The Tables Turned, " gives the students solid ground:

Enough / f Sci/efice and / ot Ad;

Close up / thosc bar/ren leax'rea;

Come fofth, / and brfng | with yéu | & hehrt
That wdt/ches and / receives.

They should see that Wordsworth makes the meter so regular because he
wants to have a conclusion to the poem that is unshakably solid, with a
resounding firmness to fit the character of the persona and of the message,
Students can look at the rest of the poem and see how often Wordsworth
varies the iambic pattern, Only ruther dull poems sustain a rigidly reg~
ular rhythm; the good poets use much substituticn, Tension, syncopatiorn,
variety, emphasis, and interest are gained by changes in the prevailing
meter, Students should be cautioned not to read s poem with rigidity,
trying 15 get it to fit into a pattern of «t/-t/~1f/~t/«1/, The eleventh line

of Shakespeare's sonnet "Shall I Compare Thee" is a line that should not
be read in ijambic pattern, but read more like this:

- i - - =y -
Nor shall Death / hrag / thou wand / erst in / ¥is shade.

The words Death and brag should receive, and do logically receive, much
more weight, pause, and emphasi. than nor or shall,

To recapitulate on meter: (1) the basic unit of the poetic line is a
foot, which is a pattern of stressed and/or unstressed syilables. In
English poetry, the commonest foot is the iamb, an unstressed followed
by a stressed syllable, The trochee appears often, too, It is a stressed
syllable followed by an unstressed syllable, (2) Variations in the pre=-
vailing sound pattern are not onty possible but desi~able, In an iambic
line, some feet may have a different arrangement of stresses, and in an
iambic pcem, some lines may not be iambic at all, (3) The purpose of
rhyme is not merely to repeat sound pleasingly but to unify and bind the
lines together in sound as well as meaning, (4) Lines may vary in the
mmber of feet, Students may not need to know the names of the various
lines, but they should see the relationship between line length, meaning,

and sound,

Two stanza patterns are used more than any other in this unit: the
sonnet and the quatrain, The Shakespearean gsonnet shouid be examined
from tie point of view of structure: three quatrains provide variations
on and developments of the main theme, A couplet concludes, vsually
summing up and repeating the theme in a brief statement, The Italian
sonitet has two parts, the octave and the sestet, The first eight lines
(octave) state the idea or problem, and last six (sestet) provide a reso~
lution or conclusion, The quatrain is the favorite English verse form,
a8 the iambic is the favorite foct, Wordsworth, Raleigh, Marlowe, and
otliers provide easy examples of the quatrain, Wordsworth's stanza is
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* iambic trimeter, with rhyme scheme abab: o ; §;
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One n!nlpu’l'se from /a ve'rlnal.wo%d 5
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May tedch / you morre { 5f man,
Gt mer /31 41551 a5 / 6t goba,

:
Thanall./ the sa/ ges can,

Raleigh and Marlowe use the long ballad stanza, al! four lines iambic
tetrameter, with one of the several variations in.rhyme schemes, sabb,

. » -
e 3 . e oy,
V3 ARl ) A A 7]
Lf"‘;sﬁ‘. IR i 3L
1A G p
iy " )
/.
ég.‘kk

e
b ‘I.@g]ff{ t

¢

Al
.
g} A8 N
4 FIRARTERN
Bl
s

|
)
2 4

WIS
AR,

The students should analyze meter and stanza form, but they afxould
not make a poem jog along in rocking horse rhythm: they should become
aware of the substitutions and variations,
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The poems in this unit suggest a concern for two themes, although =
they were not especially chasen to illustrate themes. They happen to fall P
into two groups, one of whici: treats of nature, the other love., Perhaps %
one theme should be pointed out to the students, that of carpe diem (seize <.
the day). The Latin origin of the phrase suggests ita antiquity, and indeed = ¢

we find the theme of "'gather ve rosebuds while ye may" and ''make hay =
while the sun shines' broadcast to us daily in our contemporary ives.
Raleigh hurmorously replies to Marlowe's shepherd's urgent appea! to
com< and take the joys of life now, The poems by Marlowe and Raleigh
suggest another motif, the pastoral, a literary convention almost as old
as literature, where the poet assuines the voice and manner of a shepherd,
The pastoral mode is attractive because it offers all the goodness, inno-
cence, and simplicity of couriry life to a city or court dweller, without .
any disadvantages of hard, dirty work, The pastoral poot seems to sub~
scribe to Rousseau's view that civilization is a corrupting influence and
that the simple country life is the good one, ' C :

You may wish to add other poems of your own choosing which fit in
well with the poems in the unit, We have kept the unit short enough that

you may add a few poems if you wish,
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Wiliiam Shakespeare: "Winter" (See text inStudent Version, )

EXPLICATION;

" Shakespeare's "“Winter, ' like Tennyson's ""The Eagle' sand Dickinson's

"“The Snake" which foliow, demonstrates the ability of the poet to convey
& vivid impreasion of his subject without ever directly stating what that
impresesion is, By presenting selective, concrete images in terms rich
with connotative power’, he invites the reader to participate in his own
experience of winter., The images are not merely visual; the tactile and-
auditory senses are often evoked, and suggssiions of taste ("roasted
crabs'!) and smell ("While greasy Joan doth keel the pot") are 2igo sug=
gested, Virtually every detail in the poem may be examined for its sug-
gestive quality, It is important to chserve that the worde “cold" and "un-
pleasant™ do nst appear in the poem, .

‘The speaker of the poem gives no indication of his identity, which is
unimportant as he reveals no definite attitude about wintér. Whereas
another might view winter as a ""dead" season or as ¢ time of extreme
discomfort' Shakespeare simply presents his subject to us-=he offers no
"judgment" about it. He does, howev~r, indicate a contrast in the poem:

-each stanza ends with a refrain which sums up the experience of winter

as a contrast between the bitter cold of the outdoors and the cozy warmth
inside, Aithough the extreme temperature might be unpleasant, the song
cf the "staring owl" is a "merry note' when heard from inside the house

"While greasy Joan doth keel the pot. "

STUDY QUESTIONS:

1, Which of the details in the poem could not be portrayed in a painting?
Which ones of our five senses does "Winter" appeal to?

2. . What is meant by 'the parson's saw?'"-=The word denotes a "'wise
saying, " but a pun is apparent, suggesting the drone of his voice, .

3, What is emphasized by the refrain at the end of each stanza? ==The
contrast between outside and insgide, - .

4, Does the word "cold" appear in the poem? How has the poet so
sharply conveyed the sensation of cold? =~This question should lead
siudents to consider the poetic advantages of imagery &s opposed.to
abstract statement, They can learn that images enable the reader to
share in the experience rather than simply hear about it,

9, In verse oi-" paragraph form, describe one of the other seasons, Use
details and images that convey your general impression of the season,
but do not state what your main impression is==let your deiails do it for

you.
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Emily Dickinson; "A Narrow Fellow in the Grass"
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QX (See text in Student Version,) -
W et %
P EXPLICATION: ;
K| g—iﬁ The experience in which Emily Dickinson invites her readers to par-
2 W ticipate is decidedly more emotional and personal than that offered by s
e either "Winter" or "The Eagle," Like Shakespeare and Tennyson, she
= M presents a vivid description of her subject through carefully selected
P images; however, whereas Tennyson permits the reader to observe the
,;, & eagle and Shakespeare allows him to gense the qualities of winter, Dick-
.é " fB inson causes the reader to react to the snake,
'ﬁ’ 2 . The focus in the poem shifts from the snake to the speaker of tie
Z M ‘poem, whose reaction coniributes to the description of the snake, Note
§§ ?’t that actual references to the appearance of the snake cccur only in stan-~ %
R I zae 1, 2, and 4, and that direct mention is made of only one quality of 3
- the snake~-its movement; yet the reader feels, even after the first read- 2
¢« W ing, that he has actually experienced the creature, z
2 . Perhaps the best way to approach this poem is to examine the diction, 5
t§; B phrasing, and imagery for their sugg.stive effects. Subtiety pervades g
M b the first four stanzas; the subject is never labeled for the reader, but 4
% §'§ a series of images focusing upon various aspects of the subject contrib= Z
B i utes to a total impression of the snake. The first line, for instance, does z
5 W not identify the subject; it is not until movement is suﬁgested that we be- E:
g to suspect the fellow's identity, The use of ""rides” rather than g
5 o _'moves" or "slithers" appropriately captures the graceful movement of
'R o the snake without making its identity obvious, The last line of stanza 1,
3 "His notice sudden is, " repeats the notion of interrupted movement im-

> plied earlier by the word "occasionally'; and the inversion of verb and

complement does more than simply fit phrase to meter=-~-the displacement,
which surprises the reader, emphasizes the suddenness of his appearance,
The second stanza continues the notion of an elusive character whose ap=
pearance is sudden and occasional, The grass, not the snake, dominates

~ - the image here~-it divides, closes, and opens again, revealing the snake
which is described merely as "a spotted shaft, "

Coldness and dampness, qualities usually associated with snakes,
are presented indirectly in stanza 3: "He likes a boggy acre, / A floor
too ccul for corn.” No reference is made here to the actual body of the
sna2ke, but the terse description of his preferred habitat produces the
necessary association, The ''surprise motif" which dominates stanzas
1 and 2 continues in 3 and 4: he often appears under the moining sun,
warming himself, yet he is unexpected--he seems to "belong" in cold,
damp places, thus he is repeatedly mistaken for something else, The
use of "wrinkled" at the end of stanza 4 captures in a word the sudden,
elusive quality of the snake's appearance and movement,

SRS L S LIRS R IR N BN B I ARSI AR LS.

The first four stanzas present a relatively objective view of the subw
ject in comparison to the concluding stanzas, which reveal the feeling of
the poet or speaker toward the subject. Although other creatures are
régarded with a "transport of cordiality, "' the appearance of the snake




-6-

always evokes an intense reaction=--"a tighter breathing, / And zero at

the bone, " Actually, the experience seems more "'visceral" than emotion=-
al; the first four stanzas suggest no reason to fear the snake or to feei

an aversion toward it, yet the appearance of the creature (apparently a
harmless garter snake) always produces the physical reactions which
accompany fear.
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STUDY QUESTIONS:

1, What is the subject of the poem? (Although this question appears all
o obvious, a surprising numher of students will deduce from the first
and last lines that the subject is a dead man in a fHeld,)

2, The poem may be divided into two parts. here would you draw the
line? Why?«-The first four stanzas describe the habit3 of the snake;
the last two present the poct!s reaction to it.

3. Which verbs in the poem convey raovement? In what way are they
effective verbs for the subject of this poem? ~~Students should notice
"rides" and "wrinkled, " which suggest the rather mysteious moverment
peculiar to snakes, They should also aotice "divides, " “‘closes, "' and
'opens, " which actually refer to the grass but imply the movement cf the

snake,
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4. What other words, besides the verbs, suggest movement? Can you
identify the simile and the metaphor? -~This question should lead students
to see that the words and imuges in tke poem have been carefully chosen
to contribute to the total effect, 'wotice” and ""sudden’ connote move~
ment, as do the phrases "as with a comb" and "a whip lash in the sun, "
which: the student should be able to identify as gimile and metaphor.

5. Why does the poet alter the position of the last two words in stanza
1? Doeg this shift in any way contribute to the idea expressed in that
line? ==See explication,

6. What is your attention mainly drawn to.in stanza 2? Why?
7. In stanza 3, what two "snakelike qualities’ are suggested?

8. What is meant by the phrase '"'a transport of cordiality?" How would
you expiain, in other terms, the poet's.attitude toward ruosi of "nature’s
people?

9. ~ What is the poet's feeling toward ae ''narrvow fellow in the grass?"
Which phrase or phrases mest directly convay(s) this feeling? Is there
anything in the first four stanzas to support that feeling ? ~=See explication,
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10, 1ook back over the poem and count the times that the snzke actuaslly
"appears' in the poem. If you actually “experienced" the snake, as most
resders do while reading this poem, how do you account for that fact?
Students should see that the details have been selected {0 convey the ex«
perience of encountering a snake, not merely to tell what a snake looks
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like and how it functions, The elusive quality of the snake is realistically
imitated by the way it slips in and out of the poem,

I, Does Dickinson employ a regular rhyme scheme here? Describe the
pattern she uses.

12, See how many examples of alliteration you can find,

Alfred, Lord Tennyson: '‘The Eaglz" (See text in Student Version,)

EXPLICATION;

The first stanza presents an image of 2 motionless eagle poised high
above the rest of the werld., So far, the details could be enclosed within
a frame with the eagle, standing "'ringed with the azure world, " as the
focal point. The alliterative seguence of the hard "c¢" sound; the solitary,
regal in age of the eagle; and particularly the words "clasps" and "stands"
suggest his latent power,

In the gecond stanza, however, two things happen which defy graphic
representation. The point of view shifts from the observer to the eagle
himself, and the world below is, for a moment, the point of focus; "The
wrinkled sea beneath him crawls, " His keenness of vision is suggested
in the fifth line as he sccuts for his prey, and finally in the last line his
power is released,

"The Eagle" is as objective as a poem can be. The author revealgs no
sentiment toward his subject, and we might even be stretching things a
bit to say that he expresses wonder at the sight of the bird, Although his
account i3 not of the type which we would find in the dictionary (which
might be consulted for comparison), his description of the bird simply
takes into acccunt the qualities that most people associate with eagles;
strength, speed, and sharp~sightedness, Why is this poetry? Because
it enables the reader to experience the eagie as the poet experienced it,
Because it presents the experience in terms of vivid and memorable im-
agery., And because the poem means more then it says, The word
"power, " for instance, ;appears nowhere in the poem, yet the reader
emerges with an unmistakeable sensation of power. The phrase "his
mountain walls" suggests fortification and the personal pronoun gives
the bird a mysterious human quality. The fact that the eagle has so fre~
quentiy been used as a symbol of power (it 18 asgociated with Zeus, with
Imperial Rome, and with the United States of America) attests to the
accuracy of Tennyson's impression of the bird,

STUDY QUESTIONS:

1. If a comera were t¢ focus upon the eagle for a gtill shot, what de=
tails in the poem would have tc he omitted?

2. Notice the repetition of the hard "c" sound, This repetition of the
same consorant sound at the beginning of worda is called "alliteration, "
Doeg this zound convey a certain impression? What is it? How does it

"fit" the eagle?
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3. Why does Tennyson uge the word "wrinkled" to describe the sea? To ‘““
what is he comparing the sea? As you probably know, this kind of com- {
parison is called "metaphor'-=a word usually associated with one kind of ;}2
thing is applied to another without any direct expression of comparison or ;

similarity between the two. ==From above, the waves might appear like g

wrinkles, as in a piece of cloth or paper.

4. What comparison do you find in line6? How is this kind of comparison

gif.ferent"from metaphor? This particular figure of speech is called a
simile,

5S¢ What would be the effect of a punctuation mark within the last line?
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) 6, Notice the rhyme scheme, Is there any relationship between the
¥ strict rhyme and the subject of thie poem? Explain, ~=The stark, mono=

syllabic end rhymes coniribute tc the sense of the eagle's strength,
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7, What qualities of the eagle does Tennyson suggest in his poem? What
quality dominates our imnmpressicn of the eagle? -=See explication.
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william Cullen Bryant: "To a Waterfowl" (See text in Student Version, )
EXPLICATION: .
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The comparison of man's life to some ephemeral aspect of nature is
an ancient practice, Homer compsres the generations of men to the
leaves which fail from the trees. 1The Venerable Bede comes closer to
Bryant's poem when he compares the life of man to the flight of a bird
through one window of a lighted room and out another~=darkness to darke
ness, separated by a brief interval of light, Bryant observes a migratory

o bird and draws from the annually recurring flight the idea that the same
Providence which directs the bird will also direct his own life, Though
- g bird and man both go through a pathless, illimitable region, they are both
£ protected and guided,
it The poem has much imagery in it easy to visualize, some good, and
ey some simply 15th century poetic diction. The opening stanza is written
2 in formal inversion (not popular in poetry today) and employs a personifi~
B cation: the heavens are said to be glowing with the last steps of day, Fre=-
sumably that means that the sun is walking through heaven and is near the
end of its walk., The lines have a rosy quality which does not stand up too
well under close logical scrutiny, but their evocative power is nonetheless
m%g - high,
i ’ The second stanza carries on the evening sky image, linking the 7
Z stanzas by calling the "rosy depths" a "crimson sky," A disturbing ele= 2
: {? ment is introduced, the malevolence of man, the creature who would do
. @,ég’ wilful harm to other creatures, Bryant sets the stage to introduce a pow=
"3,?5 er higher than man, which is benevolent instead of cruel, He does not, L
g,i_? however, immediately jump to the Power, but gives further details~=the if;g
R %3‘ weedy lake, the ocean side-=which suggest the vasiness and variety of )
§ nature, The Power guides the fowl to a safe rest, Animals are lesser
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creetures than men; Therdore, if "He' looks after animals, how surely
muet-he look after raen;

STUDY CQUESTIONS:

1, Why is the poem set in the early evening?==The coming evening, with
all ite comnotations of darkness (and consequent connotations of death)
makes the poet wonder abott the meaning of life,

2. Why does Bryant devote the third stanea to a desecription of where the
bird might go?~=To show the vasiness and variety of nature and to re=
inforce his later suggestions that a Power guides the bird through that
vastness to a safe home,

3. What is Bryant comparing the bird to? «=-Man, The flight of the bird
is comparable to man's journey through life. - '

4, Point cut the different images in the poem, ==Dark bird flying alone
in crimson evening sky while dew falls, the description of the plashy brink
of the lake, the marshy river, the crashing waves (one of the few sound
images in this predominantiy visual n.em) of the ocean beach (notice how
neatly Bryant gets in all the places a waterfowi might go to), reeds bend-
ing over the nest, and so on, _

5. Why does stanza 4 have no concrete images ? -=Bryant is describing
an abstract idea, a Power, that is best realized throigh suggestiveness
rather than through concreteness. The vaguensss of pathleas and the
infinity of illimitable give an idea of the nature of that power.

6. What does the bird mean to Bryant? =-Men seek constantly to know the
meaning of life, and anything that seems to have a purpose makes them
think their own life has a purpose, The bird gives Bryant that assurance,

"Expostulzation snd Reply"
by William. - Wordsworth

"Why, William, on that old grey stone,
Thus for the length of half a day,

Why, William, sit you thus alone,

And dream your time away?

"Where are your books ? =~that light bequeathed
‘To beings else forlorn and blind!

Up! up! and drink the spirit breathed

From dead men to their kind,

"You look round on your Mother Earth,
As if she for no purpose bore you;

As if you were her first-born birth,
And none hag lived before you!"
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Otie nmbrning thus, by Esthwaite lake,

When life was sweet, I knew not why,

To me mygood:frieriMaithew spake,
7" And thus I made reply:
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“We cannot bid the ear be still;
Our bodies feel, where'er they be,
 Against or with our will, -

"Nor less I deem that there are Powers
Jaich of themselves our minds impress;

That we can feéd this mind of ours

Iii & wise passiveness,’

"Think you, 'mid all this mighty sum
Of things forever apesking,

That nothing of itseif will come,

But weé must stiil be seeking?

“THe eye-=it connot-choose but see;

"“Then ask not whsrafare, here, alone,
Conversing as I may,

I sit-upon this old grey stcene,

And dream my time away, "

~—

“Thne Tablcs Turned"
An Evening Scene on the Samc Subjeci Ly William Wordsworth
(See text in Student Versiun)

EXPLICATION:

Wordsworth said that "Expostulation and Reply” and "The Tables
Turned” "arose ont of a conversstion with a friend who was somewhat
unreasonably attached to modern books of moral philogsophy, "' Although
the poems are independent units, "Expostulation and Reply" is included
in the Teacher Version so that it may be used to explain the title and

gubtitie of the second poem, '

Both poems illustrate Wordsworth's anti-rationalism, his conviction
that réeason zlone could not lead man to a discovery of the deepest truths,
Althoygh the ca diem motif is perhaps implied in the poems, Words~
worth's theeis of ccurge 18 not that the pleasures of nature should be en-
joyed "before it is too late, " but rather that nature is a better teacher
than science. A soul receptive to natural beavties and impulses may
learn "more of man, / Of moral evil and of geod" from nature than he
can from books, Stanzas 6and 7 of ""The Tables Turned" express the
core of Wordsworth's nature philosophy, and the often quoted "We murder
to dissect" tersely summarizes his distrust of scientific analysis,

STUDY QUESTIONS:
1. What 18 meant by "'surely you'll grow double" and "clear your lacus"
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2, 'What is the subject of the sentence in stanza 22?

3. H??w many specific aspects of nature does Wordsworth mention in the
poem

4. What way of life does Wordsworth object to in this poem? For what
reasons? What way of life does he advocate? Why?

9. Pick out three or four lines which in your opinion best sum up his
&t"ﬁudeo

6. Instanza 6 Wordsworth says that a person will learn more about good
and evil from walking in the woods than from studying the opinions of
phﬂosog,hers. What suggestion of this {dea has he given in the preceding
stanzas?

7. The last line of stanza 7 is often quoted, What does it mean? How
does the meddling intelleci misshape the beauteous form of things? Do
you think this is true? If not, how would You try to convince Wordsworth?

Christopher Marlowe; ''The Passiona‘e Shepherd to His Love"
Sir Walter Raleigh: "The Nymph's Reply to the Shepherd"
{See texts in Student Version)

EXPLICATION: (Marlowe and Raleigh)

These two poems typify two rcsponses to the carpe diem theme,
Marlowe wants to take all the ples. ares that life has to oifer, to sit in
pleasant valleys surrounded by flowers, accepting the bountiful gifts of
nawire o make gowns of lamb's wool and belis of straw, If the lady will

accept his offer, she wiil iive with him and be his love,

Raleigh's realistic rzpiy takes into account not just the pleasures
of nature but its inevitable decay and harshnsss, His nymph refuses to
be lured into the eternal springtime promised by Marlowe's shcpherd.
Raleigh, though more realistic than Marlowe, does not recognize that
there may be compensations with age, He describes only the withering
and fading, William Butler Yeate described one compensation well in his
""Speech After Long Silence': "30de decrepitude is wisdom: young / We

loved each other and were ignorant,

These are two pastoral pcems, one gerious, the other ironic, A1 the
terms of ornament, decoration, sweetness, and simplicity in Marlowe's
poem reveal why the pastoral mode is popular: a city persen can dream
about the country life and make it a perfect dream world=-no cares, no
work, only springtime and innocence, Raleigh answers the singing shep=-
herd by remiuding him that youtt wiil not iasi, and birds either stop sing-
ing or start cowplaining,

STUDY QUESTIONS:

1, Why does Marlowe talk only about roges, lambs, ivy buds, cte,,
instead of cold, facing flowers, and silent birds? ~=-Hig aim is *o convinece
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the lady to come and be his love, and-the things he talks about create a
much more favorable emotional reaction than the harahness of nature
would, He is not interested in a logical argument, only in:a convincing
one, ‘ ’
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2, What is wrong with Raleigh's view of nature? ~=He speaks of the -
change from spring to winter, from youth to age, as being only bad,
There are joys in life which come only with age, and Raleigh doee not
grant that possibility,
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3. Why are the rhyme and meter so regular in both poema? ==T'0 re-
inforce the lightheartedness and humor,
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William Shapespeare: ''Shall I Compare Thee' (See tt;.-xt in Siudent Vars ..
' sion.
EXPLICATICN:

A brief description of the Shakespearian sonnet form may prove use-
ful for tae study of "Shall i Compare Thee" and "My Mistress' Eyes, "
Instead of the octave~sestet division common to the Italian sonne:, *he
Shakespearian form contains four par‘s: three quatrains containing in=-
dividual rhyme patterns and a heroic couplet, Hs typical rhyme scheme
iz sbab, cded, efef, gg; and the metrical pattern is iambic pentameter,
The three=quatrain pattern is ideal for the poet who wishes to develop a
single thought or emotion through a logical sequence. He may usz the i
couplet to summarize, resclve, ¢r negate the original thought or emotion,
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Shakeepeare's sonnets vary in subject matter as well as in structural
development, Many are personal reactions to love, death, patriotism,
and religion. Others are philogophical or satirical comments about time
amd 3148 i gensral, Sometimes. of course, Shakespeare took different
approaches toward the same subject, which is the case with the two son~
nets included in this unit.

. ‘Although questions have arisen as to the identity of the person to- whom:
Shakespeare is speaking in '"Shall 1.CoOmpare Thee, " it is probably suffi-
cient for our purposes to assume that e is speaking to 2 woman, Here
he praises a woman's beauty in +rue Renaissance fashion, Her beauty,
compared with a summer's dzy, is far more permanent; it shall not fade
but will remain immortal tarough the pﬁgt's verse,
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In an attempt to 2uswer the question of the first line, the poet tries
to compare his love to a summer's day and finds that it does not work:
"Thou art more lovely and more temperate.” The first two quatrains
elaborate on the inadecuacy of "a summer's day" to aptly describe the
woman, Lines 5and 6, "Sometime too hot the eye of heaven shines, /
And often is his gold complexion dimmed," suggest the intemperance of
summer in contrast io the "temperate" quality of her beauty, Lines 7
and 8 recall and augment the suggestion in lines 3 and 4 that nature will
inevitably destroy temporary, seasonal beauty,

N I m‘ “CJ"“:”"




M
il

(R

cSXly

i)

ey
o,

e

x.:}ﬁ}&%:
Q\\ S
e

«]8w

But the poét views the woman's beauty as an “eternal summer''; thus
she must be compared not to nature but to art: in "eternai lines' she
shall not only attain immortality but she shall grow rather than fade "in
time, " The couplet resolves the question, "Shall 1 compare theetoa
summer's day?” The anawer obvicusly is "No'; such a comparison. .
would admit her beauty will fade, Oniy by immortalizing her in poetry
can he do her justice,

STUDY QUESTIONS:

1, Line ‘3 menticns the mozth of May, What does this line have to do
with line 4?

2. What does the word "temperate' :nean {line 2)? Is temperance or in-
temperance suggeded anywhere else in the poem?

3, What figure of sbeech does Shakespeare employ in lines 5 and 67 ==
Personificaticn,

4, What is meant by the phrase "every fair from fair declines?"

3; The poem begins with a question, How does he answer it? For what
reasons ?

6. What figure of speech do you find in line 11?

7. Restate line 12 in your own words, How can something "grow to time?
8. What does "this" refer to in line 14?

9, 1Is the poet bragging in the last two lines? Why or why not?

10, What does the poet finaliy compare the woman t0? Explain your an~ .
swer; ,

11, What is the rhyme scheme of the poem? How many ‘'sections" does
the poem seem to have? Each rhymed group of four lines is called a
"quatrain; "' and the final two lines are called a "'couplet,© All of Shake=
speare’s sonnets ars written in this form. What function does the coup=
let serve i this poem~==does it summarize what has already been said,
:ioes?it add something nswr; or does it contradict what has been faid be=
:ore

12. Does the poem Lave 4 regular rhythm?: s there any variation in the
rhythm? How many metrical feet do you find in ooch line? The vhythm
of this poem, too, is typical of the sonnet form=-~wha: ou have said about
this sonpet can be said about any sonnet written in Shakespcrian form.,
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William Shakespeare: ''My Mistress’ Eyes" (See text in Student Version,)
EXPL’CATION;

"My Mistrzass' Eyes'is included in the unit not only to reinforce the
concept of siructure in the Shakespearian sonnet but aiso to help students
realize that lzanguag2 need not be romuntic and beautiful in order to be
poetry. ''Shail I Compare Thee" and "My Mistress' Eyes" are, of course,
similar in subject matter but quite different in tone and style, Both de~-
scribe a woman's beauty and express objections to poetic means of de~
scribing that beauty. However, whereas ''Shall I Compare Thee'' suggests
that natural beauty is insufficient as a source of meiaphor; "My Mistress'
Eyes, !’ which describes hie mistress in starkly realistic terms, implies
that virtually all of the conventional sources of metaphor are ridicalous,
His mistress does not resemble nature (neither coral nor snow), art
(neither wire nor damask), or a deity ("I never saw a goddess go").

The most common poetic device in the poem is the simile, which
Shakespeare repeatedly converts to the negative for the purpose of satire:
"My Mictress® eyes are nothing like the sun; / Coral ig far more red
than her lips’ red." In line 4 he renders a common metaphor absurd by
the phrase "black wires grow on her !ead, ' which is a reference to the
Petrarchan convention of comparing golden hairs to golden wires.

Although Shakespeare blatautly satirizes poetic convention, the coup-
let reveals that hie vicw of his mistress is not uncomplimentary: "And
yet, by heaven, I thini ray love as rare / As any she belied with false
compare, ' Though he cannot compare his love to a goddess, she is quite
as “rare" to him as any woman de. oribed in the terms he refuses to use;
and we may infer that he questions the "rarity' of any woman so described.
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STUDY QUESTIONS:

1. What type of figure of speech do you find in lines 1 aud 2?7 What makes
it difficult to recognize?

SR

2.' What does "dun'" mean?

3. Look up "damask" in the dictionary, What, then, does "damasked"
mean in the poem ? =~Like a pattern in damask cloth, woven with a pattern
in satin on one side. Perhaps Shzkespeare refers to rouged cheeks here,

4. What pattern do you nciice in the way the poet presents details about
his mistress? What do you think his purpose was ? ==He first mentions
a romantic, highly complimentary comparison: then he converts it into
a realistic one for the purpose of satire, -

5 Why do you suppose Shakespeare mentions & ''goddess' in line 11?
Does he compare his mistress to a goddess? What reason d2zs he give?

6, Does the poet coinpliment his mistress in the poera? -If 8o, where?
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7. { How do the words "belied, ' "false, " and "compare' relate to the rest
of the poem?
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8. Does the final couplet provide a summary, a resolution, or a contra=-
diction to the rest of the sonnet? Explain your answer,

9, Compare the rhyme scheme and the metrical pattern with those of
the sonnet 'Shall I Compare Thee, "

Robert Herrick: '"'Sweet Disorder" (See text in Student Vercion, ) ;

STk e
3

EXPLICATION:

Like Shakespeare!s sonnet ''"My Mistress' Eyes, " "Sweet Disorder"
is a love pozm in which the subject is approached ironically, Whereas
Shakespeare distorts th: common "ode to besuty'' by describing his love
in starkly realistic terms, Herrick's approach is unorthodox not only be-
ceuse he suggests that a careless appearance is more appealing to him,
but also because he says nothingatall about the lady's person~~he focuses

solely upon her dress,

Although the poet insists that he delights in disorder, the poem is,
on the contrary, very carefully ordered. The organization is much like
a well=formed paragraph: the first two lines state the subject in general
terms, lines 3-12 support the generalization with specific details (in
strict spatial order, proceeding from shoulder to shoelace), and the final
lines summarize the author’s sentiments on his subject. His concern for
order is further revealed by the p. -cise octosyllabic couplets and the
regular pattern of purctuztion. If form complements subject in this poem,
it does 80 by creating an ironic contrast between the two elements. T
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Because of the difficulties that 17th century diction may present to
the modern reader, the dictionary is an important tool for an accurate 3
study of the pcem. Perhaps the inclusion of footnotes with the lsxt

would facilitate the reading of the poem, but the student should be abie 3
to learn more if he uses the dictionary, ''Lawn'' is probably the only g
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word thet he will find it necessary to look up; but if he is directed to
ook up "wantonness, " "fine, " "distraction, ' "enthralls, " ribands, "
"eivility, " and "art, " ke should discover subtle semantic variations and 5
will perhaps be ¢ble to suggest, on the basis of the subject, which partic- g
ular meanings Herrick had in mind, For instance, though "civility'" is %
defined today as "courtesy" or "'politeness, " its derivation from "civilize" é
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(which suggests the concept of "order') might be considered in relation
to the subject of the poem, o

'Personification and paradox are the most common literary devices ;3

. at work in the poem. The qualities of a disorganized human being are g
attributed to virtually every detail of the lady's dress, and students should 7

be led to view personification as a common type of metaphor, Although %

the term "paradox" is not emphasized in this unit, the phrases "a fine %
distraction" and "a wild civility" are excellent examples of ideas that 4

scem absurd or self-contradictory but which are somehow tenabie,




STUDY GUESTIONS:

1, How many examples of "sweet disorder in the dress" are mentioned
in the poem? What is the subject of the verb phrase ''do more bewitch
me" in line 13?

2., As this poem was written 800 years ago, naturally some of the words
may be unfamiliar to you, Guess at the meanings of "lawn, " ribands, "
and "'stomacher''; then consult your dictiorary,

3. The dictionary will tell you the various meaninss of "'wanton,'" Which
do you think Herrick had in mind in line 2? Why?

4, "Distraction, ' too, has several shades of meaning, Which do ycu
suppose Herrick had in-mind in line 4? The phrase "a fine distraction"
seems to be self-contradictory. Can you resolve this contradiction in
light of the subject of the poem? Why does the poem use "fine" rather
than "nice, ' "pretty, ' or some other similar word?

5, How is the phrase "a wild civility"” in line 12 similar to "a fine dis~
traction"? Ask your teacher to explain the term "paradox. "

6. What is "lace" compared to in line 5? What is "cuff' compared to
in line 7? What special kind of metaphor is Herrick using in these two
lines? Do you see any other examples of the same kind of cormparison

in the poem % -

7. Check your dictionary for the meanings of ''enthralls,' Does the word
perhaps have two meanings as it i. ased in line 6? What is the term you
learned for such a "play on words''? :

8. What specific words, if any, suggest that the speaker of the poem is
in love ? ==Kindles, enthralls, winning, bewiich, sweet, wantonness,

9. What is the rhyme scheme of the poem? What are rhymed pairs of
lines called? Describe the rhythm of the poem, What regular patteras,
besides rhyine and rhythm, do you notice in the poem?

T
AN

10, How do you think Herrick Pronomced"cozzmsedly" and "civility"?
-=Probably to rhyme with "tie, "
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1, What relationship can you see between the subject of the poem and
the form? Does the poet in any way contradict himself? -

Sir John Suckling: "The Constant Lover" (See text in Student Version.)
EXPLICATION:

""he Constant Lover" is a whimsical version of the love poem in
which iropy is sustained by exaggeration and understatement. In the
first stanzg the speaker, mock~gerious, marvels at his "three wholé
days" of consiancy but suggests in the next breath that he is a fickle,
"rair-weather'' tover., Stanza 2 implies two things at the same time:
that a constant lover is the exception rather than the rule, and that Time
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shall, indeed, never discover guch {or "quite this sort of") a "constant
lover,” Still understating the case~-~""no praise is due at all to me''=~
the spesker's attention shifts from himself to the cbject of his love in
stanza 3, He pays ber a considerable compliment in the fourth stanza,
emphasizing the notion ""Had it any been but she" by repeating the line,
However, in the last two lines he rescues himself from seriousness with

a gross exaggeration:

Had it any been but she

And that very face,
There had beer at least ere this
A dozen in her place,

The poet appears to be making fun of himself as a lover and of the whole
business of love as well,

STUDY QUESTIONS:
1. Whst i the poet's definition of a "constant’ lover?

2. What is the meaphor in stanza 2? How is the comparison appropriate
to the poem?

3, Instanza 3, the speaker says "no praise / s due at all to me, " No
praise for what? To whom, then, is praise due? Restate, in your own

words, the last two lines of stanza 3.

4, What doeg the poet mean by t*- last two lines in stanza 4? Why does
he exaggerate in the last line? '

5. Does the speaker's tone of voice change at any point in the poem? If
80, where? Explain your answer,

6. Would you describe this poem as basically serious or whimsical?
Why?

7. What is the author?'s attitude toward love? Toward himself as a
lover? Support your answer by referring to specific points in the poem,
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, ‘Teacher Version
Lvric Poetry: Part &P

[

I;ltroduction

. . This unit ig désigned to make reading lyz-ic poeiry a pleasurable -
experience for ninth graders who at this point in their education are more
familiar with narrative poetry. Here they will study a series of poems
(most of them lyrics) which revesl different attitudes toward a common

. theme, the journey. Only by using their imagination will studerts -

- become taken up with each poem!s total journey-experience, - But before’
these young readers can read imaginatively, they must be moved by the
.poetls use of words. They must have at least a basic understanding” -

" of structure before they can even begin to recognize the magic of the _
verse, - i should not be felt that analysis spoils the puem, if the examin-
ation is done gradually and only for the purpose of experiencing the - :
complete poem, In fact, understanding poetic technique for that purpose
only add to the full enjoyment of the total poetic expression, Handling
this approach with common sense, the teacher will not overstress struciure
and thus make technique an end in itself-- separate from the poem.
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. A spiral pattern involving structure as well as literary subject and
genre will allow increased understanding of literature at each ensuing
grade level, Poetry more complex in structure and theme than this
unit offers will appear later in the curriculum, For example, the sonnet
as a.special lyric form might well be studied in the twelfth grade,
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Each poem in this unit hag been explicated and provided with student

questions arranged to identify certain aspects of Subject, Form, and Point
.of View. Emily Dickinson's "There Is No Frigate like a Book' and

Keats! "On Firat Looking Into Chapman's Homer'' are vicarious journeys
demonstrating the joy one experiences in imaginary travel through books,
"The Lake Isle of Innisfree” and 'Sea Fever' concern wishful journeys
of the past and future. "'O Captain! My Captain!" and "'Stopping by
‘VIoods on a Snowy Evening" consider journey's end while "The Chambered
Nautilus,” “'Song of the Chattahoochee,”" and "The Noiseless Patient
Spidee” suggest journeys of nature.
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“Thers Is No Frigate like a Book™”
by Emily Dickinson -

- . ~

~

Explication:
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: Poets tr,;to make fuller iisz; of words thanr do au:thom of more practical-

writing... Often they depend primarily upon the connotation of words.,
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A1l worde are combinations of sounds that have not only dictionary mesning

- but alse overtones or suggestions that 80 beyond the dictionary level,

' . These-overtones, or connotative meanings, come about throaghthe way

- and sircumstances in which certain words have been used in the past.
Stalliop, for example, iz defined as a male horse, But from our reading,
in romantic literature, we attach other qualities to this word: strength,
virility, freedom, wildness, and 80. on; Emily Dickinson makes full -

- use of connotation when she develops the imagery in the following poem:

P

There is no frigat; like a hook
| To take us lands awzy
Nor any com'éers like a page
‘Of prancing poetry. |
This travezrse may the poorest take
_ STithout oppress of toll
. | How fméal 18 the chariot
That bears a human soul!

- The poetess wants us to understand how anyone may quickly and at
very liitle cost take a vicarious journey simply through reading, She
uges thrse brief-but conviricing images, ' First, a book is very much like .
a frigate,' -The connotative qualities of this word make the basic
comparison exciting, A different type of transportation might have been
used, but "frigate' suggests romance, excitement and speed on the
high seag. "Coursers’ certainly alludes to speed, action, and heroism;
“chariot" brings to mind gallantry, Romans swaeping over the plaing,
conquest, and pageantry, - :

.. This poem, typical of her work, is simple in form, The poetess
employs pougual language which makes many of her lines memorable,
The phrase “to take us lanis away' gains part of its interest because
»1ands!’ 48 uged adverbially rather than substantively, The.tirst line
of the second gtanza conizins a similar.example: the.author chooses,
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"travemg_” Gasunlly a véfi)i_ ‘ingtead of the more cfo'ntgﬁiibml noun

e 'This waverse may the poorest take;" .

" The word “oppress” used us a noun ix line two of the second stanza

*  makes that line striking, And the use of "frugal” in line six tends to
" personifly “chariot” - giving it the human quaiity of conservativeness.

A book doesn"t; cost much'in light of the distant places it can take a IR

"human soul, " o L .

- * = The reader z;r_zovés 'smoorthly_a:nd"quickly: through the poers, pﬁﬁsmé

only after the first and second stanza, _ ‘
"There Is No Frigate like a Book" ~

by Emily Dickinson (see Student
_ Version)

Student Questions _ | .
| Read "There Is No Frigate like a Book™ and state what you think

this poem is about,

- How many images can you identify? What kind of travel images does
ghe present? .

Do.you gee any difference between the images in the first four lines
and the images in the second four lines? In other words, does
Emily Dickinson move from the specific to the general or from the
genersl to the specific? = - o

is "coursers” appropriate for poetry?

Why is the word "_frigéte",apprppriate to represent & book? wWhy
A poet is expee'telgl to be accurate, ._ What do.you think of the phrase
pranqing peetry .? . : : , - N

Do you see anything differsnt about the word arrangement in the .
following: _ ,

a} "To take us lands away" ,
b) "'This traverse may the Jpocrest take”
c) "“ithout oppress of toll"
d) "How frugal is the charjot"

Very liitle punctuation is necessary in thiz ‘poen;;. How does this

affect the way it is read? -
. V/hat cax you surriise abovt the authior of this poer?. Ask yourself

such question: as the following: Afe her tastes extfavagant?
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"she imagmatzve? Dges the poem picture her as a meek, doei..e person?
Find evidence in the poem to suppﬂz'z FOUr answer,

9, Vihatis mily Dickingontsa point of view toward books? Recall the -
‘ imagery in the poem, - . _ . :
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"On Fmst Leclang Inta t.:hamnan*s Homer
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: gz‘;‘; _ - by John Keats (see Student Versmn)
& 5 Explicafi on _ _ L
== - &
: % Keats’ "On First .uaoking Into Chapman's Homer" clearly dpxr:nnstm\:es Z B
o < - how well a poet can use tiie Petrarchan sonnet o develop or intensify a : éﬁ’.’
' % thougkt. It has & two-part development which correlates its division 5
a3 of form to ite division of thought, In the first eight lines (octave) . 2
= Keate travels through many regions of poetry, finally entering the world z
- of Homer through Chapman. In the remaining six lines (sestet) Keats =
= describes his feeling ac that of an explorer discovering a new universe, =
{{% This bagic 8-6 divisior: ig typical of the Petrarchan sonnet, and poets =
= uee the form to develop partmular thought patterns: to question, ihen “&;
= answer; to state, then Justny, to complain, then console; or 10 boast, b
o then criticize, _ e
Z {f" .
o ‘Not all Petrarchan sonnets, however, use such a strict two-part ;‘é 1
developrment of content, Someiimes the octave and sestet division is %

3

ignored, Wordsworth's "Composed Upon Vestminster Bridge" is a
good example, There is no division of thought. The effectiveness of the
poem depends upon the way the sonnet frames the vigion of the city in
the moming sun, an irzage situated almost in the cexnter of the poem, .
Sheliey's "Ozymandias' is another itlustration of varied form; a major
ghift in thought does not occur until line twelve,
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§§ In Keats? sonnet the metaphor of exploring Homer's "wide eﬁpaase
£ - domirates the octave and is eifective in comraunicating a literary exper- :

ience, It conveys a sense of spaciousness as well as the excitement
of exploration., . Throughout these eight iines a sense of vasiness and
movement ssems to come through, refiecting a Renaissance feeling for
- wealth, beauty, excztement and exploratior.. The connabative qualmes
of words such as “pealms, " "'states,” "kingdoms," 'fealty 'demesne, "'
"realms ot goid" create this richness, The thrill arr‘iupated in exploring
the scope of Homer's epic is illustrated in lines ﬁve and six:
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o - "Oft of one wide expense had I been told =
iy That deep-brow'd Homer ruled as his demesne, :?
= '- :

; ; The nature of this discovery is positively stated in n line eight: 3
3 i‘ . "Pi11 I heard Chapman speak cut loud and bold!" ! /

ey

Although still creating a feeling of spaciousness, the sestet develops
& differernt attitude toward the total experience., V/herses strength and
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_ | discovery staggers-the imagination.

mSﬁ e

‘action dominatethe octive, meditition and a feeling of silent awe control

the sestet. When Keats compares himsgelf to an astronomer discovering a

-new-planét; ‘-}x‘afgmb},isheaﬁ gense ofsilent, momentory disbselief,
In lsie-teg the yerb “'swim'''adds'the netensary precision for the simile, _ -

Vihen one-peers throv . a telescope, he does not immediately seea -
-“clearly:delingsatetplanet, - Ratherthere is a moment of focuging and :
adjusting ss thes-viewer pauses~~failing to realize immediately what is
happening; Then'the planei-appesrs.sharply visible, The moment of

-

This péem has :ébﬂstazitiy ex;ganﬁéd -6ne “.‘hémé,':- the 1ﬁxrm of discovering

n Homer, “Keats' final simile, 2.coniparison of this discovery to Certez's
- {actually of course Bsiboa's) discovery of the Pacific Ocean culminates

the empotional progression.- This image becomes the final expression of
awe: - T o e
" "Op like stout Cortez when with eagle eyes
He startd at the Pacific -~ and all his men

Look!d at each other with a wild surmise =~
Silent, upon a peak in Darien, "

" Balboa may have discovered the Pacific, but the word "Cortez” -

contained sounds Keats needed to ¢omplete his magnificent picture of a

"stout" explorer staring "with eagle eyes” at the Pacific from the most
eastern part of Panama, the Isthmus of Parien,

"On First Looking Intc Chapman’s Homer"
' by John Keats - {see Studewt Version)

Student Questions -

. How would you explain the fact that this poem divides into two parts?
. How are they relzted to cach other?

. To"é,hat de you think' "realms of gold" refers? "Round many western
islands'? . "Demegne”? C '
How would you expiain line four? . - ’
. What J.,iuefof the first eight lined indicates more than any other that
Keats 18 employing a major metaphor? V/hat is this metaphor?
. How effective-is this. imagery interms «f space snd movement ?

Y

] ... » 1 : B . ., B “ : - s
;. Vhat do:terms such as “watcher of the skiee,” "swims,” "with eagle
eyes" do tc the imagery in the last six lines? -
"Even though Baiboa, not Cortez, discovered the Pacific, does this
error change the value of the poem? Why or why not?

Study the rhyme schkeme of thie scnnet, Does it in any way contribute
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_to the meaning of the poem? Explain,

How wowid you'.t_‘ieseribe ﬁ:i"q devel opmen{ of feelmg‘ in Keats' sonnet?

¥hat does ihe final line dofo this feeling? = = o
Conéidéring thie briefness of the sornet form and the size of Keats' subject,
what can you gay about Koats® achievement in this poem? Doeshe
successfully fit-one to the other or not? . - o .

How does the poet view Chapman's translation of Homer? What new

- understandingmrd attitudes does Keats have after reading the trans-
lation by Chapman?  ¥7hat qualities in this translation helped to _
briag about these unierstandings in Keats? V/hat is the significance -
of Keats' identification with asironomers and explorers who experienced
moments of discovery? IHow does Keais feel now that hetoo is a

"discoverer"?.

Expiicatidn

"0 Captain! My Captain!"
by Wait Whitman - (see Student Version)

A President's assassination as seen by a shocked and grieving nation
iz the subject of Walt “/hitman's O Capttia! MMy Captaini”’ In the poem,
the nation is the ghip and Abreham Lincoln ig the Captain, ‘The Captain,
in gearch of a great prize (the preservation of the Union together with
the abolition of slavery), pilots the ship to safety and to victory; but

the price of the victory is the Captain's life, The first person singular
pronoun represents every American-made one through a universal grief,
The point of view is typical of Whitman, desirous as he was of being the
-spokesman for all men; the technique, decidedly atypical for this poet,
is nevertheiess effective, as the study of the poem's form will pregently

illustrate,

Actually, if no background material were available for this poem,
if it were divorced from the poet and ixis time, this could be a poem about
an actual ship and an actual captain, Symbolism would not, then, be a
consideration, Ninth grade students should be encouraged to consider the
poem in iis Xiteral sense first., Nothing is obscure; nothing is unbslievable,
Y/hitman's ship could be any kind of ship on any kind of quest at any time
and in any place, ZHerein lies one of the poem's distinctions, for once -
the literal meaning with ail its possible implications has been explored,
students can be easily led to see the symbolic meaning. Perhaps a good
approech would be to give them the closing lines from Longfellow's
"““The Building of the Ship o i L
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Thou, too,. sail on, -0 Ship of State!
Sail on, O Union,- strong and great!
- Humanity vith all its fears,
© With all-the hopes of future years,
. Is hanging breathless on thy fate!

- We know what Master laid thy keel, -
What Workman wrought thy ribs of steel,
Who made each mest, and sail, and rope, -
What anvils rang, what haromers beat,

In what a forge dnd what a heat -

. Weze shaped the anchors of thy hopsa! N
Fear not each sudden.sound and shock, -
*Tis of the wave and not the rock;
*Tis but the flapping of the sail,
And not a rént made by the gale!
In spite of rock and tem‘peat?s roar,

- In spite of false lights on the shcre,

Sail on, nor fear to breast. tiie sea! '
Cur hearts, our hopes, are all with thee,
Our hearts, our hopes, our prayers, our tears,
Our faith triumphant o'er our fears,
Are all with thee, ~-are all with thee!

By seeing that the ship in thie passage is the nation ard by learning
about Whitman and his relationship to the Civil “/ar and to Abraham Lincoln,
students should be able to see the possible symbolic meaning of the poem,
Here iz another kind of journey's end and certainly another kind of poem:

a President, after guiding his nation through the periis of a Civil War,
meets death at the hands of an agsassin, -

- The concern here should not be with the life of Whitman, but students
should know that nationalism:and democracy dominated his thinking,
Sy serving e nurse, he lived through the agonies of the Civil War,
His love for Abraham Lincoln was part of his love for America, and he
paid tribute to the assassinateiPregident in "O Captain! My Captain!”
and “"When Lilacs Last in the Dooryard Bloom'd,.

 'The poem®s tensions, of course, reflect thie intensity of the feeling
within the poet; but the use of antithesis helps convey the feeling of tension
which givea the poem its great strergth, The joy of victory as the ship nears
the port is lost in sorrow becauge the Captain lies dead., The shouis of the
cheering, saluting crowds are dimmed by the really deafening silence of
grief, Joy < grief; cheers - silence; national victory - individual defeat:
all are found in the poern. The ultimate tensi .: results because Whitman is
dealivg with the real, not the fictional, On April 14, five days after the
surrender of Lee at Appormattox, Abraham Lincoln was assassinated, The
Union was safe once again; slavery was nbolished; but the joy resulting
from thesé victories wag lost in the reverberations of the killer's shot,

'lihe' péle'ti‘b’florm advances ;the eubjeét.- :The fivsf: four lines of narrative
in each-of thethree divisions are followed by a ballad stanza that cries
out the inmerdation, Inthese ballad lines !s the burden of grief passing
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ivom: the initial awarensess of the tragedy, through a pericd of disbelief,
and finally to 1“@3111,}.?:3 if not acceptance of the reality, The first ballad
atanza shiows the read®y 'the bleeding drope of ved"; but in the second
-ballad stanza such a'tragedy is shown as not being immediately helievable:
It is some dream that on the deck,/ ‘You've fallen cold and dead,” . -
‘Finally, in lines 20-24, the truth prevails, It is no dream. -
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The frequent use of the slant rhyme in the first four lines of each div~
igion (exulting - daring; bells, trillg) adds a discordant note in keeping
- with the lack of harmony apparent in the events related: the vastness of -
. & President's dedication destroyed by the sinallness of the assassgin's bullet,

: Structurally, the poerm is quite intricate and could trap the over- .
zealous into considering possibilities which are only vaguely defensible,
Perheps such & trap can be avoided if the poem is considered as two
quite distinct poems carefully blended into one, Lines i=4, 912, and
16-20 seem complete. Likewise the remsining twelve lines (three baliad
stanzas) seem complete, Incorporated as they are into the narrative,

4 the ballad scanzas aré used somewhat like a Greek chorus, carrying,

. as they do, the universal response to the tragedy, The intricacies of

‘ = - the form should not become a burden, but should be considered by ninth

. grade students whenever such considerations help.to clarify the whole,

iy
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%}% Student Questions %
| & 1. Readthe poem 'O Captain! My Captain!” -and write six sentences ?3§
telling'what you think happens in this twenty~-four line poem. ¥ou :

will find it helpful to make your sentences correspond to the six,
four-~line units that make up the poem, -

il

*..

o e
1‘";.:1“' i‘l‘f{%‘:
.

Bach of the three stanzas concludes with four lines that are very
different in form from the first four lines, V/hat is the rhyme
pattesn in the second four lines? What is the stress pattern? What -
kind of stanza could this be called?

3 AR
ot

W
3

Longfellow's poem ''The Ship of State”” concludes with the following

. lines: (seep. 7). o S
In this passage, the poet is using the ship as a symbol for the nation,
Could Walt Whitman be using the ship in the same way in 'O Captain!
My Captain!"? Fi:d out when Walt Whitman lived, When did the
Civil War take place? Who was the President of the United States

- during the Civil “7ar? How did Abraham Lincoln meet his death?
Do you think that "O Captain! My Captain!" is about Abraham Lincoln?
VIrite a paragraph stating what you think this poem is really about,

A

In gnswering the second question, you observed the diiferences in
form between the first four lines and the lagt four lines in each stanza,
" Thet'e are-alsc contrasts or contradictions in the content of the firat
- foup lineg andithe last four, Discues these differences; The use of
such contrasts is a conscious device of the writer ’known as antithesis,
which we c¢an define as an opposition or contrast of ideas, Considering
.- the subjéect of 'O Captain! My Captain!” do you think Whitman's
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use of antithesis was wise? How does the difference in form between
the first four lines and the last four lines ir each stanza together
with the use of antithesis contribute to the total effect of the poem?

7,
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"Stopping By Voods On A Snowy Evening'"

by Robert Frost  -(see Student
-~ 7 ¥epsion)

oy
’¢

R e

& Explication

- Consisting of only four quatrains of vivid descripiion, this poem is

. deceptively simple. I"rost had much more to relate than the mcice account
of a2 man pausing briefly to enjoy his neighbor!s woods, What he had in
raind, however, is buried deeply in the symbolic possibilities of ihe poem,
thus making the selection 2 very provocative study. This lyric clearly
demonstrates that a reader brings his own experience to posztry and comes
off with an interpretation at leas! partiaily dependent upon this experience,
Abthough readers will generally agrée about thebasic framework of -

~ thought in this poem, their inierpretation of particular symbols will vary,
On the other hand, the tone of the poem is another matter. No subjective
consideration is necessary, Clearly it expresses a nostelgia for the simple
and the beautiful that must be left behind, How this tone is achieved
can be ugderstood only after a number of elernents in the poem are
examined,

14

Vil

3

“%ﬁm‘»ﬂ»ﬁ

3.
|/

In the first two quatrains Frost presents several clear, visual images.
4' New Englander stops to view his neighbor!s woods. Precise words
("woods,' "home," ‘'village," "fill up with snow'') reveal a simgle,
50 pleasing ecene. The narrator does not explain why he stops. Rather,
the author depends upon an old ballad trick of allowing the experience to
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*; speak for itself, - Only after the account unfolds and comments are made .
o ‘about the horse does the reader infer a possible explanation for the narrator
> stopping ‘'Between the wood®%and frozen lake'; : 2
o 14y horse must think it queer N
. ggg To stop without a farmhouse near #
i Between the woods and frozeén lake 2.
: % The darkest evening of ihe year ;g
..5%; The dumb animal, insensitive to beauty, questions the stop, thus _ 4
? providing a contrast needed to accent the narrator's sensitivity to natural %
e Stanza three continues to develop the basic scene primarily through
o audifory imagery. The clean shake of "harness bells,” the soft sound
. of sweeping wind" and 'downy flake" are pleasurable interruptions of
g nature’s silence,  Thus far, the reader sees the narrator pausing momentarily
2 to admire a lovely scene ~- nothing more. Irost frames this miniature
£ ortrait of 4 New England landscape by using a simple, four-stressed line
= ﬁimbm tetrameter) and a closely contrived rhyrae scheme, ~Notice how

his rhyme unifies the three stanzas into a composite picturs. The last
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word &f line three in stanza one becomes the rhyme for stanza three; %_%
aabaybbebl/cede, : g
i 2

Frost could have ended this poem afier stanza three, leaving it as
a moving little lyric, Instead, he added a final stanza that suggests new
possibilities. No longer do the first three stanzas remain on one level,
Now, they {ake on symbolic significance, The first line of stanza four
does more than sum up the earlier setting, Connctatively, “"dark"
lmri:tﬁ;ts further meaning, especially when these words are considered in
context:

RSN S ity

‘The woods are lovely, dark and deep,
But I have promises to keep

And miles to go before I sleep,

And miles to go kefore I slzep,

X A BN Ay

The poem has become abstract. Each reader must reflect upon his
own experience to visualize what promises in life must be kept, how far
&nd where he must travel before he sleeps. IMoving back through the
poem; he must reconsider and attach symbolic interpretations to specific
unagery: the horse, the wind, the snow, the darkness, The significance
of sleep is generally accepted by most readers as repregenting something
finel -~ death, for example, The repetition of the final line and the
;hynﬁe gcheme of stanza four (d d d d) emphasize this suggestion of

ina .ty. .

Student Questisns

1, ‘J/here is the narrator and what is he doing?

2. Does he seem to be at home in his surroundings ?

3. Why did he stop? Is {his clearly statcd in the poem?

4, Why might his horse thin? it queer to stop in this lonely but beautiful
spot? What might the owner think about someone stoppiig in his
woods? Does stanza one suggest personality differences cf both men?

5. Notice the concrete imnagery in stanzas one and two, What do they
have in commen? How do the concrete words in stanza taree differ
Irom those in stanzas one and two? :

6. Determine the rhyie scheme of these three stanzas. In what way
does it help shape the various images presented? :

7. Could Robert Frost have ended his poem with the third stanza?

8, Read the complete poema, What would you say is the attitude of the
narrator towsrd hia subject? .

9. Study the final staixa, Might the narrator be concerned with more
than just-the experience’of enjoying a lovely natural scene? Notice
all the long vowels in this stanza. What do they tend to do to the line?
v/hy is the last line repeated?
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flake, " "house"? '.

11, What promiges in life must one keep?

12, How do you interpret 'asleep"?

13. How far must one travel before he sleeps?

"The Song of the Chattahoochee"
by Sidney Lanier (seeStudent Version?

Explication

Musicality and richly figurative language make Lanier's 'Song
of the Chattahoochee” worthy of consideration by ninth grade students.
By employing personification throughout the poem, Lanier allows the
river to tell the story of its journey from the hills of Habersham through
the valleys of Hall until it reaches the sea. All of nature assumes human
characteristice and beckons to e river as it seeks to fulfill its purpose,
Thet purt of mature which surro. Wds the river is presented here as the
temptress, offering the river pleasure, pewer, and wealth as more
desirable goals than are likely to be realized from following Duty's cail,

The reader can move very easily from the world of nature (specifically
the river} to the world of man, The river, journeying as it does from
source to sea, is a typical life eymbol, Man, like the river, journeys
through life (birth to death; from the scurce to the sea) and meets
" ¢challenges similar to those encountered by the river, In stanza two,
physical pleasure seems the temptress; 'the fondling grass,' "the willful
water-weeds, " "the loving laurel” offer comforts which will be denied if
the ''voices cf Duty'' are heeded, In stanza three, the images suggest
the pleasures resulting frorm power; the hickory, the poplar, the chestnut,
the aak, the walnut, the pine are all strong, powerful inhabitants of the
forest, The promise of wealth marks the third temptation. But the
beauties of the hills of Habersham and the valleys of Hall do not succeed
in luring the river, The call of the sea, Lanier's 'lordly main, "
is stronger than the vouices of the temptress, The implication is that the
river instinctively follows the call of Duty; the hope is that men will

consciously do the same, ,

. The intricate rhyme scheme (a.bcb c dd ca b) developed in the
first stanza follows throughout the poem and contributes unity. The ninth
and tenth lines of each stanza, for example, rhyming with the first and
second, - enclose the stanzas, each of which, except for the last, is one
long sentence, however indefensible the punctuation may be, Repeating-
the same rbyme gcheme at the beginning and end of 2ach stanza through-
out the.poem unifies the whoie,
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One of the poet’s chief concerns seems to be the creation of gound
effects capable of matching the song of the Chattahoochee. The intricate

end rhyme is enhanced by frequent internal rhymes as in lines 3 and 8
of each stanza except the fourth,

- Alliteration (’hills of Habersham, " 'flce from folly," "willful
waterweeds") and consonance {repetition of consonant aounds within
different words in proximity ag in line 22, "Veiling the valleys of Hall")
contribute to the sound efiect. Onomatopoetic words abound: "spiit, "

‘cried, " “sighed." The whole poem, indecd, has an effect resembling
onomatopoeia, Sound in poeiry, very markedly in this poem, elicits

a pleasurable response from the reader, but its significance should not

be exaggeraied, for all sound effects merely contribute to the whole,

Here the poet seems to write a gong with words rather than notes as the
title suggests. (The pcem is excellent for choral reading,) The movement
of the river, the nature of each temptation, the firm response to Duty:

all aspects of the poem's subject are advanced by the careful attention

to sound, The reader hears the river; he feels the enticement of the

laving laurels and fondling graes; he moves with the river to its destiny,

.. Pictured in stanza one as hurrying with a "lover's pain to attain the
plain, ~ the river in the fifth stanza, having faced the lures of a lifetime,
is certainly a different kind of river, Duty calls it; the sea (death)
calls, Students should be encouraged to enjoy the pleasure of discussing
points which may not have an answer--at least not within the realm of
experience of the average fourteen~year-old. Are love and duty essentially
the same? Can duty be a2 motivating force without love? Does love bring
with it numerous, sometimes unpleasant duties? Is slavery the ultimate
result of tasks or obligations performed without love? Allow time for
exploring such ideas, C e

Likewise, encourage students to discuss the effectiveness of Lanier's

poem, Is the river symbol effective? Does the poem seem to be moralistic?
Does the obvious moral detract from the poem?

Discuss Tennyson's ''Cong of the Brook" included in the Stadent
Version, Here the poet allows the brook to tell its story without forcing
the reader to paraliel ihe life of the brook with the life of man, Tennyson's
brook takes a journey as does Lanier's river; but in the latter journey,
the personified river may seem to lose itself in man whom it symbolizes,

Student Questions

1, The Chatahoochee River rises in Habersham County in northecastern
Georgia, Sidney Lanier's home state, and flows southwest tkrough
the adjoining county of Hall, To whom or what does "I" refer in
line three? What figure of speech is employed when an inanimate
object or abstract idea is given personal atiributes? List other
examples of this figure of speech which you find in this poem.

Stanzas in poetry often perform the function of paragraphs in yiose,
Write five brief paragraphs that relate what is happening in each
stanza,




Stanza one gives a fairly full description of the path of the Chattahoochee,
List specific details,

Although the river is singing the song of its journey, the reader

can certainly parallel the river's journey with his own lite, What is
the poet saying about devotion to duty or about facing the temptations
of life that call man from his duty? Can you identify the three kinds
of temptations presented in stanzas 2, 3, and 4?

List the last word of each line in the five stanzas and indicate the rhyme
scheme, Wkat effect is achieved by having 1i:'es nine and ten rhyme
with lines ope and twvo? What effect is achiev - by having the same
rhyme scheme in each.starza?

In eddition to the ccmplex end=rhyme scheme, Sidney Lanier introduced
rhymee within tbe lines, This method of achieving sound effects is
_called internal thyme, List several examples of internal rhyme.

&mong the devices the poet uses tc achieve musicality is alliteration,
Locate geveral examples of its use,

The words "hills of Habershan:" and 'valley of Hall" appear in

the tirst, second. ninth, and tenth lires of each stenza, Poets

uge repetition to achieve soiind effects and sometimes to-advance

the action. Car you recall the technicel name for repetition which not
6nly repeats something {from a preceding stanza but also varies the
line and advances the meaning of the narrative? What kind of poem

employs this kind of repetition frequently ?

In the opening stanza, the river is described as hurrying ''witha
lover's pain to aitain the plain.” In the closing sianza, duty directs
. the river toward its goal, Do you think love and duty are basically
the same? What motives does man have in performing the duties
of his particular state in life? :

Does the poet seem to moralize or ig the pcem handled in such a
way that the obvious parallel between the life of the river and the
life of man does not tend to dominate the pcem? If it does dominate,

does this seem to weaken the poem?

"The Song of the Brook' by Alfred, Lord Tennyson is similar to

"“The Song of the Chattahcochee'” in that the brook tells of ite

journey ag does Lanier's river, Read Tennyson's poem carefully

and see if you can discover-the basic difference between ihis poem and
Lanter's. Do not concern yourself with covious differercea in forin.

""Phe Chambered Nautilus”

by Oliver Wendell Holmes
(see Student Version)
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Oliver Wendell Holmes considered ''The Chambered Nautilus" one
of hig best poems and, indeed, one of his most worthy accomplishments: ,
In disgussing this poem, Holines said that when he wrota it he was filled
with “the highest siate of mental exaltation and the most crystalline clair-
voyance,” He felt that he had achieved a close harmony betweex subject
and form and had succecded thereby in producing a satisfactory and

satisfying work,

The life cycle of the nautilus, described in the first three stanzas,
becomes the poet’s vehicle for dealing with a more complex subject,
the life eycle of man,

Because of the poet's careful description, readers form a clear
picture of this sea creature called a nautilus (a sailor) becguse of 2
belief that it sailed by its gauzy wings wiich are, actually, its tentacles.
The pearl-like appearance of its shell, the purple shades of its gauzy
tentacles, and the irised zeiling in its chambered cells adequately describe
its color, Likewise, its habits and its habitat are clearly pictured. :

The unshadowed gulf and the coral reefs welcome the "ship of pearl"”

during the warmer months,

Adequate though the descrintions are, students will profit from seeing
a real nautilus shell, preferabiy cross-gsectioned. (Such a model is
often available in the science department, or one may be purchased for
a small sum at a novelty store,) Such a cross~-sectioned specimen is
most helpful when studying stanze three which prepares the reader for
Holmes's broader concern, To accommodate its growth, tac nautilus
builds, each year, a new and bigger chamber. Occu its '"last-
found home, " it seals off the old cell and concerns itself only with the new,
The life cycle of the nautilus is complete when, having built several
dozen cells, representing each & year, it frees iiself from the sheii and
dies, The life cycle of man is, the poet suggests, somewhat gimilar,
Man (his soul, not his body, is the poet's concsrn) should build a more
stately maneion as he lives each phase of his life, leaving the low-vaulted
past and reaching always toward the freedom of death, ToHdmes, then,
man's body, like the shell of the nautilus, is a necessary encumbrance
vhich must be shed, first figuratively, then actually if he i to be free.
The poet's view of death, if not universally accepted, is certainly gen-~
erally recognized as poscible, Physical death, the leaving of "thine
outgrown shell by life's unresting sea,” marks birth in a new and happier

realm,
Students sh ould be allowed to speculate a little, Is Holmes talking

about actual death or is he saying, mereiy, that zaan has within him the
power to tranecend Lis baser nature 2ud become more truly a rational
human being? Ie the out-grown shell symbolic of the many impediments
that hamper man ir Lis search for freedom and happiness? Let them
consider what man needs {0 wake him free or what kinds of things make

him: a glave,

The poetic form provides geveral points of interest, First encourage

students to speculate about what might be happening in the poem, Is the
poet walking on the beach, holding in his hand the nautilus shell? Is he
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by himgelf? Or is he describing the nautilus to a companion? The first
three stanzas which constitute the poem!s first structural division might
lead to the feeling that the poet is with someone because he descrihes the
nautilus as carefully. But in the fourth stanza, he addresses the shell
(apostrophe); and the reader feels, somehow, that the poet is alone,

In the fifth stanza, which, together with the fourth, constitutes the poem's
second gtructural unit, he addresses his soul and applies all his obser-
vation of the nautilus to his own life,

Another purposeful discussion might involve the -""1" in the poem,
Do we assume that the writer and the speaker are the same individual
or can we consider other posaibilities? Although an admittedly difficult
problem miglit arise from such a discussion, students have a chance to
grasp several concepts applicable to the study of other selections,
Sometimes biographical and historical information is necessary for the
undersgtanding of a literary work; sometimes it is not. Historical
information, for example, is a concern in the study of Henry V, but .
biographical information of Shakespeare is not, Biographical information
helps with Poe's "Annabel Zee,” but historical material is completely
unnecessary. Knowing the kind of person Holmes was probably does not
enter into the study of ''The Chambered Nautilus" and probably would
not help to establish the writer - "'I" relationship, But the problem needs
to be presented 2nd can be at this point if several poems already studied are
discussed, In "O Captain! My Captain!", for example, the reader
needs to know about Vhitraan, his love for Lincoln, the Civil War issues,
and the tragic’'gssassination of the President, In Emily Dickinson's
"There Is No Frigate like a Book," no historical or biographical material
is needed., Later, more complex problems, such as literary conventions,
semantics, and diction should be introduced.

The five seven~line stanzas have the same rhyme scheme(aabbbc c)
and are moderately rich in figurative language, Alliteration ("Where the
cold sea-maids rise to sun their streaming hair," ''Stole with soft step
its shining archway through") is used frequently and accounts for much
of the poetic quality of the work, The final stanza has considerable
strength and conveys a sense of urgency, accountable largely to the use
of the short, action-fille:! verbs in the imperative mood (build, leave, shut),

Students should consider the effectiveness of the poem. Dces Holmes
become too moralistic? Is he convincing? Does the shell-symbol work?
There is dangar, of course, in stretching the soem too far; but sensitive,
intelligent teaching will protect against either a poverty of dizcussion
or an excess,

Student Questions

1. Many poets are close observers of nature and find in nature a source
of inspiration, Oliver Wendell Holmes is such a poet. Read "The
Crambered Nautilus ™ carclully and then consider the following:

(a) 7hat colors does the poet observe in the shell?

(b) Describe the usual habitat of the nautilus,
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(c} 7/hat uniue habits-does the nautilus have?

(d) Why does the poet ‘call the nautilus his ''child of
the wandering ua ?

(e) “That does the poet tell hig $oul?

The poet does not tell you very much about the "I" in his poem,
but you are aiways iree to: speculste and to form definite opiniors
which you ean defend by specific reference to the: poem. With this
in ming, anawer the following quentions.

(a} Do you think the poet, Holmes, and the speaker in
the poem are tha same person? Can ycu defend
your opinion by specitic reference to the poem, or is
your answer mere speculation? Is your-undex t standing
of the poem laésened if you do not kiow who "I
18? Cn the other hand, v:ould you havs understood

“O Captain! My Captain! if you did mot know

about “/alt. Whitman?

{b) “7here does the poem take place? Is this a sca
coast gsetting? Or is the setting the writer's study?
Jhat othér-settings might be possible?

(c) Do you think there is more th&n one person in the
poem?

{d) "7hat kind of parson is the speaker?

VWhat is the rhyme scheme in this poem?

Much of the poetic quality of the poem depends on theuse of alliteration,
Find as many examples of alliteration as you can,

Consider the poem's structure, Obviously, there are five stanzas, but
do you see snother logical division in the poem which is determined
by the contm of the poem and by thie attttude of the writer?

Po you thinktue lesson the post learned from the nautilus is a good
one? “Shoild:a basketball player try to improve Lis gime-sach year
he play#? Should a dsctor: hope to be-more skillful in‘his tenth year
of practice thanhie was in kis tirst? Should'a student like yourself

tryto: tsnprova cach year? In what specific ways?

\ﬁmepoamammm'“ ' 'freewhenummm "out-
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"A Noigeless, Patient Spider"
by Walt “7hitman  (see Student Version)*

(In lin: one, stanza two, other editions
use ¢ommas around 'O my soul, )

The-object of Whitman's cereful obssrvation is 2 spider; the object
of his deep concern is his soul, Both sre difficult subjects for poetry:
the spider because it is s0 unpoetic, and the scul because it is so mysterious,
8o little understood, Eut 7hitman, unhampered by convention of subject
or form, sees much poetry in the spider’a journey znd learns from it
something about the workings of Lis soul,

Two stanzas cormprise the poem: one is devoted to the poet's account
of the gilent, patient spider as it builds its web from the filament it
produces; the other is an apostrophe, an address by the poet to his soul,
The spider has not compieted ite journey, but the poet has completed
hig observation of it =~ thus the past tense is used,

The seccnd stanza~--reslly an incompiste sentence~~speaks of something
that will happen in the future, Because the poet does not know when or
how his soul, "surrcunded in measureless oceans of space," will find
itgelf, the incomplete journey of the sc:il is degeribed in an incomplete
sentence, But there are strong indications that the poet has confidence
that hig soul will know fulfillmeat, There is a ring of authority conveyed
through the use of strong c's in "ductile,” "anchor,” "catch, ¥ “connect.'
Ductile is a significant word meaning "capable of being drawn out or
hammered thin.” The soul can do what it must, the poet seems io say.

An example of free verse, this poem has considerably more structure
than is at first appsrent. In each stenza, one siiort line is followed by
four longer ones which vary somewhat in the number of stressea and succeed
in conveying the feeiing of maotion through the connotative and denotative
meanings of the words as well as through the syntax, A series of verbals
("musing, " "verturing," "throwing, " "seeking,") conveys the feeling
of motion, the feeling of potential success, This line is a good example
of "cataloguing,” a technique which Whitman employs frequently,

V/hitman focuses immedidtely on the spider, yvtting the object of

the verb first instead of the subject I, The poet {I) does not become important
until th# sécond stanza, The spider, fragile as it is in appearance,

O gégapider ean kill, can conquer, canbuild its web by itself,
from itgelf, .Filament' presents the image of something delicate,
but the.repetition of the word-adds strength'and helps:to convince the
reader that the spider bas:within-itself. endless resources which will be
put:to-use tislaisly, The-goul; too, (Whitman's: soul and-evéryman's),
standg isolated, m‘is*—:c&paﬁwn&amnﬂmgo-aamw threads which will,

nhfﬁ‘ﬂll ent:from the spider, take hold somewhere,
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1, “7hitman doun‘t describo the ﬁ‘xysicﬂ.l appearance of the spider,
but he gives the reader 4 cleer picture of its habits and characteristics,
List a8 many of these us you can, ‘-».w- X

2. V/hitmanwuses the s;mdez"s experiences to illmmmte the cxperiences
of his soul. Do you feel that the poet is optimistic about the final
accomplishments «f his goul? Give reasons for your answers,

3. The second stanza is not complete, in the sense that a santence
fragment i3 used, Can you think why V’hitman might heive written
the stanza this way?

4. Does the poet use end-»rhyme? Is there any uniform: pattern of stressed
and ymstressed syllables in this poem? Ask your teacher to tell you
the technical maxze given to a poem that has no end rhyme and no

specific rhyme pattern,

5 A nuraery rbyme which you heard as a child may have helped to coior
your attitude toward spiders, Remember how liitle Miss Muffit was
frightmd by & spider apnd ran away? Does “Thitman's poem have
any effect on your attitude toward spiders? Explain,

8. Can you find any words in the poem whic:h, taken out of context, seem
harsh or not suitabie to poetry?

7. Do you think the repetition of several words has any effect on the total
poem? Explain,

"Sea Faver"

by John Mausefield
{(see Student Version)

Explicatior stion

John. Muaﬁeld‘a combipation of music and meaning in ''Sea Fever'
caplures the uge-old.yearnisig to sail the open seas, Three stanzas of
moving:-imsgery. gramatizc/ the narrator's.longing to return to. the ‘WaYS
ofauﬂorm@h‘ 2’ one Wiumncgetewiamlim;g , nai{s "
sea sind:s 1,‘?; /fun lh:lp and.a star to.steer her: white s

“grey:mist;:: grey s;wmbreak.mgp .graphically suggut the initial point
of the voyage. It captuns the thrm of moving out to sea mly as the
#rey dmn breaks,
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Stanza two. concentrates on audio-iraagery, and the reader now is
racing acroas the high gseas., Sound is the important appeésl in this stanza,
The reader hears the "wild call" of the "running tide!" He hears the

flung spray’ crashing across the bow and the call of sea gulis slipping
or gliding ove: the ship,

Stanza three; slightly more abatract than the previcus two, presents
a reflective mood, The narrator recalls the pleasures of the vagabond
life of the sailor, of traveling the routc of the whales and sea gulls at
gresat gpeed, Gulls way' and 'whales' way"' are good examples of
word pictures, Effectively concrete, they remind one of the Anglo-Saxon

kennings in Peowulf, The narrator envisions good comradeship on beard,

particularly in the evening when the day's work is done, or parhaps after
one's turn at the watch is over: "And a quiet sleep.and a sweei dream
when the Jong trick's over,” This line suggests a possiblity of being
understood oz another level, particularly if '"sleep’ is defined as death,

The meter -- seven stresses, in predominantly anapestic fest -~ produces

the rollicking rhythm of a sea chanty. Each stanza consisisof & gingle
sertence.and contains an a a bb rhyme pattern, thus tending tc keep

the reader moving rapidly through the poem. 2oth these elements of
form are appropriate for a subject so full of action. The feminine endings
(lines 3, 4, 7, 10, 11, 12 ) seem to connect one line to the next smoothly,
Also, they give the line an airy lightness not unlike the foam of white

caps as the ship cuts through the wind like 2 ''whetted knife." These

poetic qualities assist in producing the reader!s overall emotional reaction:

Joy of recalling an exciting life on the high seas,

Student @estibns
1, Ina few sentences suin up what this poem is about,

2, Read the poem again, ‘7hat can you discover about the narrator? Is he

young orold? Is he still sailing the seas? Is he relating a particular

voyage? What phases of a sailor!s life does he suggest in each stanza?

3. 1In‘the first stanza the imagery eppeals to what sense? In the second
stanza? How are the images of stanza three different from those in
stanzar one and two? To what do these images appeal? Which stanza
presents the most general images?

4, The early inhebitants of England (Anglo-Saxons) used compound words,

- called kennings, -in their poetry to create a very condensed picture

of what they wanted to say. For example the famous Anglo-Saxon story

poem Beowulf has this.quality,- Its hero Beowult is sometimes called
o wavesgplitter'. (he'vas an-excellent swimmer), the ocean is called

whalesrodd; " a ship is called "ocar-~steed,” Can you locute any word
pictures in ~'Sea Fever'' that remind you of the Anglo-Saxon kennings?

5. Doet the 1ast une of the poem iugéest"moré than one meaning? What
additional meaning vrould you glve to sleep ? What does the long

trick!< muan? /hat ad meaning might it imply? -,
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. Scan'the poem; - Try to determine the two bagia mttex‘na of meter,
- ‘Retd the ﬁrs;@!ine of the poerii inaiufurai mahﬁm ‘Do yot read
- itin the following raanner?

Yumst 36 dovmtotge s!z Xgai‘), 10 e 1Jmi§ gsea a&lt‘ﬂe sﬁy

How uany stresses are in this line? Notice the two types of feet: the
- jamb C€UJ),  and the anapeet {LU/). Now see whether the remaining
lines of the poem contain seven stresszes to each-line and a similar
rhythm pettern. ‘/hich scems to be the more importart foot, the
iarsh or t‘de anapest? "/hy do you think John Masefield chose this
rhythin for his sub;ect? _

ylmt sort of rhyme scheme a gpurs in each atam? In stanza one,
shy" "by' rhyme and " and "breaking” rhyme.
How wouId you mark mem? Does this patiern hold true for stinzas

two and three2

Sometunes poets will arrange to have an unstressed syllable at the
erd of s line, The syllable is called a fertinine ending, Line three
in stanza one illustrates this:

“And the wheel's kick and the wind's song and the white sail’s
shaking"

How many other lines contain feminine -endings? Why do you think
2 poet uses these endings?

Reed the poem once more, What sort of feeling does it give you?

"The Lake Igle of Innisfree"

by William Butler Yeais
(see Student Version)

Explication , _

~Soie journeys are traveled only in dreams, V/illiam Eutler Yeats
tells of such & journey in '"The Lake Isle of Innisfree,’’ S much
of his adult life in London and Paris and on the Italian Riviera, Yeats was
never spiritislly removed from his native Ireland, Frequeutly he returned,
if only mentally, to the land of his youth. The poet himself tellg how he
vras inspirédto-write mnibfx‘efe. Wﬂldnidown Fleet Street in Lonvdon,
he saw-a'émall fouiitsin in a shop little-ball baliuced upon the
fountain'i:-jet; and the sourd: and the sight of water, coupled with the
poet's yéarning for Liome, caused him+to remember Ireland's lake water,
apeciﬂcall  Lough Gill in which was nestled the isle of Innisfree, the
mg*ofimlqygmum dreanis in-which he envisioued himuelt living as

Thoromi did on-the benks-of V/alden ‘Pond, -

The content of the poem is clear. The poet determines to go to
Innisfree and live a simple and peaceful life close to nature, removed from
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variety of devices designed to make the sound appealing and complementary-
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4 "roadways" and gray pavemenis, A yearning for simplicity seems the g
= important factor rather than a specific island, although the impression 2
gf, is strong that crowded cities preclude the kind of simplicity and resulting :
o peace the poet seeks, “In the deep heart's core” the song of the lake, ,

. 4‘% really the song of peace, conquers the gound of the city. :
% Since sound is so important to poetry, the poet explores all its ;
= possiblities for communication, The central image in "Innisfree,” the |
b one which summons the poet, is the "lake water lapping with low sounds i
= by the shore,” On the isle is the song of the cricket, the buzz of the §
Bﬁ honeybee and, perhaps, the rush of the linnet's wing, Yeats employs a :
B k-
s&;gg to the subject. Three six-stress lines (hexameter) with the mid-pause
: {(caesure) followed by one four-siress line -{tetrameter) provide a iidal

i raovemamnt, particularly with the use of end~stopped lines withan abab

7 rhyme, Infrequent but effective use of alliteration ("'a hive fc » the honeybee, "

o I hear lake water lapping with low sounds'') contributes to the music, :

& Simple language reinforces tlrxcmghtf for it is simplicity the poet seeks, ;

% aloneness in the "bce-loud glade," Use of metonymy helps achieve the ]

¥ desired simplicity of language, "Roadway' and 'pavement gray"’ make

u even London seem unsophisticated.
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The peace the poet looks for on his island is described in the second : ;&
stanza, which is structurally slower, quieter, more peaceful than the | o
first, This is achieved by such lines as 'for peace comes dropping i j
slow in which the consonant sounds are difficult to pronounce without .
slowing down., The verbs in the second stanza are neither plentiful nor :
action~-filled when compared with those in stanza one. Form and subject 2
are sensitively blended,

Throughout the poem is a kind of sigh, a throbbing from the ''deep
heart's core,” a pulsating like the lapping of the water; but thereis a
courageous, determined spirit that seems to dominate., "I will arige
and go now bespeaks a brave spirit unbent by disappointment and suggestive
of another interpretation of the poem. If biographical material is introduced,
the reader will realize that the dream of Innisfree did not become a
reality, In thic sense the poe.n ig more of a dedication to a value system
than an account of the poet!'s desire to journey back to the land of his E
youthful dream. The mature poet sees beauty and peace in nature and
in simplicity, but not in the artificiality of cities, '
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Student Questions

Irnisfree is a littls island located in Lough Gili (Lake Gill), one of
Ireland's many laies. As a boy, Williara Butler Yeats knew of this
island, Now, as a mature poet, he is determined to return to Innisfree,
What does he plan to do on the island? .

2, Yeats depends heavily on sight and sound images to develop his thought,
List all the thinga you see and hear as you read through the poem,
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Besgides telling the reader directly what kind of sounds are associated
with his tale (the cricket singing, "the bee loud glade"), the poet
uses other devices designsd to develop musicality, You have already
leerned several of these devices in your study of poetry. Identify

the figures of speech used in the following: .

(2} "a hive for the honeybee, "

(b) "I héar lake water lapping with low sounds by the
shore;

“’hat ig the rhyme scheme in each stanza?

V/hat obvious purictuation difference do you see between the end:ng of
line nine and all the other lines? What determines end punctuation?.
Ask your teacher to explain the terms " end~gstopped” and "run-on,

V/hat do you obgerve regarding punctuation in lines 1,2, 3, 5, 7, 9, and
11?7 Read these lines, giving special attention to the punctuation, g
Your teacher will tell you the technical name for such a mid-pause

in a line,

How do the first, second, and third lines in each stanza compare in

length with the fourth line? Answer this question by counting the

stressed syllables. They will be easier to count if you consider the ‘
syllable before the mid-line comma to be unstressed, ;

Stanza two talks about the peace and rest the poet hopes to find on ;
Innisfree, Read stanzas one and two aloud several times, See if
you can sense the slower pace of stanzs two. Can ybu see anything 5
in the structure of the stanza that produces this slower pace?

To what do the "roadway” and the "pavement grey' refer? This
ma2y be éasier to answer if you recall the kind of place to which the
poet wishes to go, Cbviously, "pavement grey” is only a part of
this place which the poet wishes to leave, This ig a figure of speech -
called metonymy. A dictionary will define this term for you, '

The poet says that he will arise and go io Innisfree, Do you think
that he is as much concerned with the place as he is with wha: he
. knows-he will find there? Explain your answer, ' :




